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Chapter 1: Introduction 
This dissertation investigates the rise and fall of the craft and design practice for the 
economic and social development of craft community in Indonesia. It addresses the problems in 
the craft community, such as the old image of traditional craft products, poverty in craft-making 
communities, varied ranges of governmental programs, and self-initiated projects to transform 
and redesign traditional craft products, with the aim of improving the economy in rural areas by 
connecting them with new markets. In fact, historically, the practices of craft and design in 
Indonesia have had close links since the 1970s.  However, both disciplines gradually separated 
due to the industrialization from the 1980s to the late 1990s, causing the obsolete image of the 
practice. 
Such issues of economic and social development involving design are not surprising in 
the domain of design studies, considering the ideas of Papanek since the 1970s that called for a 
socially responsible agenda in the practice of industrial design.  Since then, various design 
scholars have started questioning the market-led paradigm in design practice by formulating the 
intrinsic nature of design to bring innovation and changes to transform certain social problems 
(Clarke, 2018; Margolin & Margolin, 2002; Thorpe & Gamman, 2011).  For instance, the focus 
on achieving a social agenda in social design practice ranges from the practice of design at the 
base of the pyramid and the sustainability of community to codesigning for community 
engagement and design for the development of the third countries (see e.g., Manzini, 2015; 
Wang, Bryan-Kinns, & Ji, 2016; Willis & Elbana, 2016).  In other words, the practice of social 
design enforces the shifting roles of designers, not merely focusing on the object-making 
process, but also finding possible solutions by engaging more people in the democratic design 
process. 
Participatory design is a prominent methodology in addressing social problems, as it 
addresses collective action by emphasizing the democratic way of designing and challenging 
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designers to be facilitators (Melles, Vere, & Misic, 2011; Sanders & Stappers, 2008).  It 
emphasizes design practice as an asset-based approach by mindfully making an effective and 
appropriate contribution in sustainable ways (Manzini & Rizzo, 2011; Thorpe & Gamman, 
2011).  In recent years, the existing literature has expanded the term participatory design widely 
by thoroughly investigating the dynamic interaction between technology and people in the 
participatory design process and by engaging them in the controversial issues of making 
democratic possibilities (Bjorgvinsson, Ehn, & Hillgren, 2012; Karasti & Baker, 2004).  
Furthermore, Binder et al. (2015) explored the term public in the participatory design approach 
by formulating a “democratic design experiment” (p. 152) facilitated by the socio-material 
ensemble to understand collective action in the face of uncertainty.  In this regard, the interaction 
between social and technical systems certainly characterizes participatory design in the context 
of social design; therefore, understanding the complexity of sociotechnical systems is essential. 
However, existing research on social design has often been on the micropolitical scale, 
and it has not properly addressed the dynamic tension between micro, meso, and macro political 
institutions (Huybrechts et al., 2017).  The focus on microscale activity leads to the decoupling 
of design from the influence of the wider and structural institutional complex, such as historical 
and geographical factors.  In other words, the discourse on the institutional effect on microscale 
activities has remained at the margin, because the surrounding sociocultural dynamics and the 
constraining institutional complex might strongly inform the collaborative design process, 
especially in the context of bringing a social change, and designers and participants should be 
aware of this. 
Therefore, I thoroughly expand the discursive account of social design by drawing ideas 
from discourses in science, technology, and society studies (STS), especially the two ideas of 
resilience and obduracy in sociotechnical change, to look critically at the dynamic 
transformation of design practice in a community under wider structural and contextual 
3 
influences.  Essentially, resilience thinking is an ongoing adaptation to uncertainty, driven by 
contingent political and economic motivation, and it leads to relatively stabilized outcomes 
(Cowley et al., 2018).  Furthermore, Amir (2018, p. 4) argued that resilience is “a double 
performance of social and technical systems,” as social and technical systems are highly 
intertwined.  Consequently, the boundaries between human and technology are blurred due to the 
functioning sociotechnical system (Kant & Tasic, 2018).  Fukushima (2016), for instance, also 
suggested that institutional preconditions underpin the resilience of scientific research, as does 
the ability of the scientist to adopt a certain technical system despite any rivalry.  However, to 
understand the resiliency, one must also consider the obduracy of sociotechnical elements that 
may resist change and retain the initial state of a system (Hommels, 2005, 2018).  The discourse 
on resilience in sociotechnical change may provide us some clues to fill the lacuna in the design 
discourse by looking at the dynamic tension between the micro and macro influence of design 
practice, and the complex interaction between the social and the technical system that accelerate 
the transformation, while at the same time, attending to some obstacles during the transformation 
process. 
The aim of this dissertation is to investigate the ups and downs of the craft and design 
practice in Indonesia to understand its resilience capacity after a turbulent condition during the 
industrialization period.  I trace the historical trajectory of the development of craft and design 
practice to grasp the roles of academics, craft villages, governmental institutions, and self-
initiated craft and design communities in the resilience capacity of the craft and design practice 
holistically.  Subsequently, I explore three case studies, which primarily focus on redesigning 
and reexploring traditional craft products in Indonesia, thoroughly.  All the projects in this 
dissertation address similar concerns; that is, they deal with the adverse situation in traditional 
craft communities, and they explore ways to overcome the obsolete and old image of traditional 
craft products due to the prevalence of manufactured products and industrialization in Indonesia.  
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Throughout the redesign process for traditional craft products, the designers, craftsmen, and 
governmental institutions have attempted to align with new market demands to bring equal 
economic opportunity to the poor craft community in various regions.  In this activity, there are 
two major contradicting objectives that might constrain such collaborative efforts; first, the 
attempt to attend the ongoing trend of market needs, which requires the innovation process to 
overcome the obsolete image of craft products, and second, demands to achieve the social and 
economic needs of craft-making society.  In this situation, designers and craftsmen must attend 
rigorously to local elements in the villages that might retain the status quo for traditional craft 
products, whereas at the same time a strategy to undertake design innovation to transform 
traditional craft products is necessary. 
How has the practice of design and craft reemerged after its earlier neglect as an obsolete 
practice in Indonesia?  How has the practice of craft and design dynamically redeveloped to be a 
core value throughout the period?  Given their different educational and cultural backgrounds, 
how can designers and craftsmen, and other actors, such as governmental institutions and design 
academics, negotiate their different ways of thinking during the designing process?  What kinds 
of strategies have they employed to transform traditional craft products?  How does design 
intervention stabilize the tension between the need to innovate and the need to tolerate persisting 
traditions in the craft village that are hard to change? 
Throughout the historical studies in this dissertation, the core values of craft and design 
practice have undergone continuous contest, reevaluation, and redevelopment as a result of the 
dynamic interaction and the presence or absence of four institutions in the development of the 
craft and design practice throughout the time (see Figure 1).  By highlighting the dynamic 
interactivity between the actors from various institutions, I investigate how the value of craft and 
design has developed throughout the time, and how it can rebound from its adverse situation 
after a period of neglect. 
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Figure 1. The craft and design practice as a core value maintained by the actors from various 
institutions (source: Author). 
This dissertation highlights four elements underpinning the resilience of the value of craft 
and design: (a) the institutional background and its dynamic interactivity; looking at the dynamic 
institutional complex, such as academic institutions, governmental institutions, self-initiated craft 
and design communities, and craft villages, where the practice of design and craft takes place 
and looking at how those institutions act to promote and keep the value of design and craft; (b) 
the reconciliation of diverse frames, explaining the varied ways of thinking of the actors 
involved in the attempt to develop the craft industry, and how they negotiate and adjust to this 
diversity; (c) resourceful strategies; the capability to evaluate the element causing the austerity, 
in this case, overcoming the old and obsolete image of traditional craft products through design 
innovation.  Further, I highlight attempts to change the situation by redesigning the process of 
making traditional craft products, for instance, highlighting traditional value as a new cultural 
resource, or adopting craft as a topic for academic research; (d) the dual roles of the enduring 
tradition, highlighting the persistent tradition that may impede change, such as the common wish 
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to retain the traditional values of craft-based products to differentiate them from mass-produced 
products, which may hamper the radical innovative design process if craftspeople reluctantly 
accept new designs. 
 
1.1 Research Methodology 
I conducted this research by studying the historical material on the development of the 
craft and design practice in Indonesia and by intensive ethnographic research on the Ministry of 
Trade program called the Designer Dispatch Service (DDS) and at two design studios and two 
craft workshops that have long been producing wooden utensils and bamboo products in 
Bandung, Garut, and Bali island collaboratively.  I conducted three sets of fieldwork, from July 
through September 2016, February through April 2017, and August through December 2017.1 
As a person with design training and professional design experience, I have been able to 
gain access to diverse design and craft activities in design studios, governmental institutions, and 
design academies.  In these places, I have delved into the daily work of designers and craftsmen 
to examine their attempts to achieve mutual understanding and to collaborate in developing 
products.  I have followed the interactions in the craft workshops between the designers and 
craftsmen in producing the craftworks, as well as the daily activities at the design studios, such 
as sending e-mails to clients or composing presentation materials for the next meeting with 
officials.  I also engaged in casual meetings between designers in cafés or in the open informal 
talks that often occur in Bandung. 
I used videotape and voice recording to track the fast-paced and open interaction between 
the designers and craftsmen when they were conducting brainstorming, prototyping, and 
sketching process, as well as in client meetings.  In September and October 2017, I carried out 
                                               
1 See Appendix 1 for the detailed information 
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separate focus group discussions with the craftsmen and the designers.  There were more than 10 
participants in each focus group, and the core discussion centered on activities around the design 
and craft practice. 
 
1.2 The Central Concerns of this Dissertation 
The practice of craft and design largely involves diverse stakeholders with various 
purposes and outcomes, ranging from achieving social needs in the poor craft-making society to 
the preservation of traditional craft skills as a source of cultural resource for the national 
branding with the jargon “building local, going global,” which the national design center 
promotes.  Given such surging activities of craft and design in recent times, then, why is this 
activity regaining its popularity among diverse stakeholders in Indonesia, despite once being an 
obsolete practice during the industrialization era?  How does design intervention in developing 
craft products become a shared interest among various organizations?  How do the designers and 
craftsmen employ participatory design to solve a problem in a craft community?  What kind of 
obstacles do they meet during the transformation process of traditional craft products? 
This dissertation sheds light on the explosive growth of the craft and design practice as a 
vital component of the development of craft industry in Indonesia.  I focus on the activities of 
designers, not only in sketching, coloring, and prototyping new craft products with craftsmen in 
their studios and workshops, but also in exploring how the influence of various levels of 
organizations involved in the development of craft industry is solidifying design intervention as 
an imperative in the development of the craft industry.  For instance, designers, craftsmen, social 
and common enterprises, research activities in academic fields, funding agencies, mass media, 
and numbers of governmental institutions at both the national and the regional level, have indeed 
joined the effort to develop craft products by adopting design methodology. 
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This research does not concentrate on whether the practice of design intervention is 
successful, and nor does it discuss this practice as an appropriate tool for the development of the 
craft industry.  It explores design intervention in the craft industry, and it looks at the obstacles 
that the designers and craftsmen encounter during the redesign process.  I concentrate on the 
daily work of designers in creating design and craft products in the design studio, managing the 
short-term and long-term plans for their work.  I also examine other administrative work, such as 
how designers apply for exhibitions or join the selection for the design awards thoroughly to 
determine how stakeholders are producing, catalyzing, and promoting design intervention in the 
development of craft. 
 
1.3 Explanation of Each Chapter 
In Chapter 2, I thoroughly explore the theoretical framework for this dissertation.  The 
following three chapters intensively investigate three case studies.  Chapter 3 explores how the 
craft and design practice has developed dynamically in Indonesia over time.  It explores how 
craft and design practice, once regarded as obsolete in Indonesia after neglect during the 
industrialization of the Suharto period, can rebound and regain its popularity.  Throughout 
historical analysis of the development of industrial design in Indonesia, I explore the important 
role of actors from various institutions to formulate, reevaluate, and develop the practice of craft 
and design. 
In Chapter 4, I investigate the DDS program organized by the national design center 
called the Indonesian Design Development Center (IDDC), which is a top-down governmental 
program involving designers in the development of the craft industry in various areas in 
Indonesia.  This project receives funding from the central government, and I explore how 
designers and craftsmen in various regions have collaboratively worked to redesign traditional 
crafts to penetrate the export market.  This highlights challenging factors, such as the different 
9 
ways of thinking of the staff from the IDDC, designers, and craftsmen as obdurate elements 
hindering the outcome of the design work.  I underscore the role of sociotechnical organization 
in reconciling the diverse ways of thinking from each actor, and I look at how certain elements 
have changed or remained during the designing process. 
In Chapter 5, in contrast to the top-down approach in Chapter 4, I explore self-initiated 
projects carried out by designers and craftsmen.  In this case study, the constraints on the 
designers and craftsmen are mostly other sets of targets, such as deadlines and the needs of 
clients, while at the same time they must deal with traditional practices and the values embedded 
in craft practice.  I uncover obstacles within the practice of design and craft both in the design 
studio and in the craft workshops during ongoing projects, such as the geographical distance 
between the studio and workshops, material availability, the tradition and behavior of the 
craftsmen, and the unpredictable demands of clients.  In this section, I essentially shed light on 
the multiple strategies of the designers and craftsmen, who are reevaluating and redesigning the 
image of traditional craft products, while at the same time retaining certain elements of 
traditional value in their new designs. 
In Chapter 6, I discuss and elaborate the findings from the case studies in this dissertation 
by formulating four key elements underpinning the transformation in craft and design practice.  I 
offer a discussion of how it might be useful to combine or separate different elements to analyze 
the practice of social design.  I highlight recommendations for further research in Chapter 7. 
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Chapter 2: Theoretical Framework 
Prior to exploring the dynamic development of the value of craft and design practice in 
Indonesia, in this chapter, I review several studies to set a framework to analyze case studies in 
this research.  First, I explore general activities of design intervention in the craft industry as a 
means of commercialization and development of traditional craft products in various regions 
across the world, and particularly in Indonesia, to provide a larger overview of this practice. 
Second, I discuss the existing literature on the development of design studies.  It 
particularly covers the discourse of social design and its various approaches, such as the 
participatory design and codesign approaches.  In this section, I address several limitations of 
and gaps on the issue of social design, which leads me to draw on conceptual frameworks from 
STS.  I highlight and adopt the concept of resilience and the obduracy of the sociotechnical 
system to flesh out the gaps in design studies. 
 
2.1 The Role of Design in the Development of Craft Community 
The involvement of industrial designers in the development of the craft industry is a 
common occurrence in various regions across the world.  The objectives may vary, depending on 
the circumstances and where the traditional craft society is.  One prominent purpose is to 
facilitate the commercialization of traditional craft products by design.  This contrasts with the 
definition of craft by Risatti (2007).  He postulated that design was “the rationalization of 
production and was fully realized by the development of machines and mass-production 
systems” (p. 266); thus, the difference between design and craft is the absence of the hand in the 
making process.  In other words, designers are people who create a design as a product of 
imagination, whereas craftsmen conduct a dialogue between thinking and practice through direct 
interaction with materials by hand.  This definition confines the craftsmen as a lone maker, 
which is inadequate to explore further the recent phenomena on the penetration of designers into 
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the craft village, as it has largely occurred in various developing countries, especially in 
Indonesia.  Moreover, as the craft industry in Indonesia has largely involved small-medium scale 
enterprises as well as the informal economy, and its incessant flexibility has been characteristic 
(see Malasan, 2017; Tambunan, 2006; Turner, 2003; Utami & Lantu, 2013), this condition has 
become an advantage, making it easier for both designers and craftsmen to work collaboratively. 
Today, the practice of craft making has gradually expanded from the mere production of 
utilitarian objects to other forms of product, for instance, to fulfill tourists’ needs in response to 
the rise of mass tourism (Cohen, 1988) and to achieve sustainability of the economy through the 
fusion of craft and design in the craft-making village (Chudasri, Walker, & Evans, 2012).  In 
another view, the commercialization of craft products, for instance products for the export 
market, has become a part of an income-generating or poverty-reduction scheme (Thomas, 
2006).  At the same time, this commercialization has also arisen from attempts to preserve 
decaying craft objects by transforming local, traditional craft products through the synergy of 
industrial designers and artisan groups (Nugraha, 2010; Tung, 2012).  In other words, the binary 
opposition between designers and craftsmen in this context has gradually eroded, leading to more 
complex and intricate engagement between design and craft. 
Researchers have studied the process of craft commercialization by paying attention to 
the roles of producers, intermediaries, and the market.  Chutia and Sarma (2016) postulated that 
there are two typical commercialization processes, namely spontaneous commercialization, in 
which producers and customers have a direct contact, hence producers sell the product, and they 
can also change it, and sponsored commercialization, which has  intermediaries between the 
producers and customers, so the intermediaries can have roles as change agents to direct new 
forms of the product and as sales agents to connect producers and customers.  Hence, the 
fundamental role of designers in the attempt to commercialize the traditional craft product is to 
mediate between the craftsmen, who are often in remote areas, and customers. 
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In fact, the design intervention for craft development is escalating due to the prevalence 
of mass-scale products, which have led many to see crafts product as the complete opposite of 
modern product design, lacking aesthetics, obsolete, and unsuitable for modern living.  Craft 
products are on the margins in the era of modernization and globalization (Holroyd et al., 2017).  
Therefore, designers must be catalysts of change, facilitating new design knowledge for 
craftsmen to improve their products based on the potency in the surrounding environment 
(Holroyd et al., 2017).  Various projects involving product designers have taken place to 
alleviate poverty in poor craft-making society in developing countries (see Drain et al., 2017; 
Wang, Bryan-Kinns, & Ji, 2016; Zhan et al., 2017).  Carried out by socially responsible product 
designers in conjunction with other professionals, the projects may revitalize traditional crafts 
products, producing more suitable objects for modern society; thus, the craftsmen may penetrate 
new markets and improve the economic situation in the region.  This can take place through the 
codesigning process or through a participatory approach toward problems. 
This discussion has suggested that external agencies have influenced the transformation 
of craft products, and that commercialization has become a prominent reason for various 
elements of the craft and design practice.  Then, how does this practice take place in Indonesia?  
How can designers and craftsmen serve market needs through commercialization, while at the 
same time achieving social agendas in the craft village?  How does the influence of other 
stakeholders affect the practice of craft and design?  Before exploring these questions further, in 
the following section I discuss design, and particularly the issue of social design, and I explore 
the transformation of design practice as a tool to achieve the social needs of a community. 
 
2.2 Design Studies and Various Approaches in the Practice of Social Design 
Design has been developing for long time.  It is traceable to just after World War II, 
when designers applied the techniques for the development of war equipment to developing new 
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inventions for human needs, and design became “a problem-solving and decision-making 
activity” (Bayazit, 2004, p. 17).  With its capacity to engage with various societal problems, 
design has moved from the styling and production of certain materials, and it has expanded to 
questioning the political capacity of design practice and its implications for societal progress.  
Margolin, et al. (2016, p. 8) distinguished between design and design studies, explaining that 
“the former is about producing design, while the latter is about reflecting on design as it has been 
practiced, is currently practiced, and how it might be practiced.”  In this regard, there are thriving 
debates in design studies that deal with critically understanding design practice with its necessity 
to probe and examine how the broader political, social, and cultural environment shapes and 
anchors the practice.  As the context of this research is to probe design activities in bringing 
socially responsible design practice, I explore the continuing development of design studies, 
especially its questioning of the social role of designers in the social development context. 
Back in the 1970s, when industrialization reached its peak in the United States, many 
criticized industrial designers as mere contributors to large industries and mass consumption, and 
they called for action to provide more benefit for wider society (see Papanek, 1985).  Soon after 
this criticism, designers acted to achieve social agendas, for instance, engaging in humanitarian 
projects in developing countries or underdeveloped regions and supplying special needs for 
aging communities as well as the poor and disabled.  Many expected design to bring societal 
changes to support people and society to overcome various adverse situations. 
Despite its long history, and calls by Papanek during the 1970s, social design did not gain 
popularity until after the crisis in 2008 (Armstrong et al., 2014).  Designers can actively serve the 
issues of the sustainable community, the base of the pyramid, cocreation for disabled community 
engagement, design for the development of poor countries, and so forth (see e.g., Jagtap & 
Larsson, 2014; Oosterlaken, 2009; Selloni & Carubolo, 2017).  Design also has associations with 
the activities of social entrepreneurship, social innovation, and design activism (Julier, 2013; 
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Koskinen & Hush, 2016).  Designers in this context can potentially carry out their activities with 
anyone and in any institution; they can engage with public institutions, private companies, or 
small citizen-initiative or community-scale entities (DiSalvo et al., 2011; Lenskjold et al., 2015).  
One prominent design approach is to apply human-centered design, which has had wide 
commercial use, to seek solutions for social innovation (Brown, 2009; Brown & Wyatt, 2010).  
Considering this condition, designers have had various tools to work with abstract entities such 
as services and communities rather than just with things.  This has expanded the design from its 
limitation merely to work with things, with its accentuation on both the process and the outcome, 
which is never complete. 
Despite this illuminating approach from the proponents of human-centered design 
thinking in the context of social design, critics have stated that it might prolong the entrenchment 
of the expertise of designers without properly involving the public during the process of design 
(Melles, Vere, & Misic, 2011).  Manzini (2014, p. 66) urged designers to take common roles as 
facilitators to “start new conversations and initiate socially meaningful design initiatives.”  They 
should have the capability to shape the dynamic social conversation and to initiate real actions to 
build a community consensus based on the active dialogical approach with the local participants 
(Chen et al., 2015; Wang, Bryan-Kinns, & Ji, 2016).  In this regard, the agency of designers 
should be decentralized; their capability is no longer design for, and they need to shift the design 
fundamentally as a part of the process (Cowley et al., 2018; Willis, 2006).  This is in line with 
the calls from Armstrong et al. (2014) to accentuate participatory approaches, which are among 
the most important factors of social design, during the process of design with the community. 
In a discourse of participatory design, Karasti and Baker (2004) promoted the idea of 
infrastructuring to explore the long-term work of people with shared goals and interests.  
Throughout the infrastructuring, the public receives information about controversial issues, 
which allows for more democratic possibilities in the practice of participatory design 
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(Bjorgvinsson et al., 2012).  Infrastructuring facilitates the condition of possibility through the 
ability to involve the public actively to concretize the emergent ideas (Agid, 2018).  Throughout 
the infrastructuring process, multiple actors and resources can converge, facilitated by varied 
ways of encounters and dialogues, which enable ideas and solutions to emerge in a more 
democratic way.  Le Dantec and Disalvo (2013) also explicated that tools and conceptual 
equipment largely facilitate the infrastructuring, so that, in this regard, the socio-material 
response toward the dynamic attachment to particular controversial issues is public.  In other 
words, the discourse on the concept of participatory design has strongly accentuated our 
understanding of how to engage participants to give form to design in a democratic way. 
However, participatory design and the codesigning approach in the social design context 
have faced criticism, as they tend to focus narrowly on the practicality of the design process and 
to neglect the wider, more complex sociocultural circumstances that might affect the activities.  
For instance, Koskinen and Hush (2016) condemned the understanding of social design as still 
ill-equipped to deal with complex linkages toward wider social problems.  Designers should have 
the capability to be responsive to the sociocultural realms in their practices and to the scale of 
effect of their practices (Markussen, 2017; Thorpe & Gamman, 2011).  Designers should use the 
modes of identification and action in the local condition, transitioning toward more plural ways 
and moving beyond designing objects to designing sociomaterial assemblies (Escobar, 2018; 
Suchman, 2011).  Moreover, the narrow focus on the activities of the participatory design 
approach is at risk of marginalizing the contextual effect where the design activities take place.  
This is due to “the tendency to reduce the external worlds to generic abstraction focused on 
individual welfare” (Healy & Mesman, 2014, p. 157).  By conducting design intervention in the 
context of social development, designers and participants should realize that their actions might 
strongly influence the transformation of the wider social-cultural context and vice versa. 
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Huycbrechts et al. (2017) also argued that there is a need to restore the engagement of 
participatory design practice to institutions, stressing the dynamic interaction between the 
micropolitical scale and meso- and macropolitical institutions, involving historical, geographical, 
institutional, and economic factors.  Because, in fact, rather than merely acting as a passive 
backdrop, institutions have a crucial role as active sites to direct the designing process.  Building 
from the idea of “institutional framing” (Castell, 2016, p. 9), which consists of metacultural 
frames, institutional action frames, and policy frames, Huycbrechts further coined the term 
institutioning to acknowledge the institutional dependency of the designing process, as well as its 
continuing evolution with historical, geographical, and institutional factors. 
Moreover, participatory design can actively bring progressivity to institutional change, as 
it is fundamentally dynamic, with slow, gradual, and incremental traits, which cumulate to 
significant institutional transformations (Mahoney & Thelen, 2009).  The type of institution itself 
might vary, including formal institutions, such as schools, governments, courts, and so forth, as 
well as informal institutions, including kinship, personal networks, clientelism, and traditional 
culture.  Thus, analyzing the design practice with its engagement with the institutional level of 
activities requires attention to the formal as well as the informal rules that underlie the 
institutional establishment to understand the incentive that enables and determines the political 
behavior of the actors (Helmke & Levitsky, 2004).  In this regard, as the design practice in the 
context of social development has been expanding and widely engaging various participants to 
achieve a democratic design process, the entanglement of the practice of design with varied 
numbers of people from many institutions, both formal and informal, will continue to grow 
intricately and complexly. 
It is also important to consider the formal and informal modes of institution, as many 
studies in the context of design for social development are involved in the informal realm, and 
the case studies in this research reflect this.  Moreover, if social designers strive to provide 
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positive impacts broadly, then the practice and the practitioners must consider the macro and 
micro political economy and its social and cultural system (Janzer & Weinsten, 2014).  The 
practicality of design in this context must involve the hybrid practice of navigating in a 
structured but porous institutional landscape by acknowledging and synergizing contingencies or 
dependency during the designing process. 
I concur with these arguments that on the one hand, we need to examine the role of 
designers continuously to engage the active role of participants in the practice of design on the 
micro scale, while on the other, we need also to attend to the influence of the political and 
institutional environment in shaping the design practice, as well as its process and outcome.  
Particularly, in the context of questioning the resilience of craft and design practice, as well as 
the activity of the revitalization projects of the craft industry, in this dissertation, the designers 
and craftsmen actively engaged various stakeholders to ensure that the practice would bring 
successful results.  One cannot examine this collaborative work without understanding the 
dynamic influence of the local tradition and social and cultural relations to determine what kind 
of factors support and discourage the design activities. 
Extending the necessities to reexamine the discourse of social design under the influence 
of the wider institutional complex, I explore the resilience capacity of craft and design practice to 
bounce back from unfavorable conditions.  After addressing the gap in design studies, in the 
following section, I draw several ideas from STS that specifically address the conceptual 
framework of the resilience and obduracy of a sociotechnical system. 
 
2.3 Resilience and Obduracy of Sociotechnical Change 
Conceptual thinking on the recent design discourse is analogous to resilience thinking, 
which is a capability to bounce back from adverse situations.  The work of resilience is a gradual 
process toward a state of ongoing adaptation, where the people are “rendered responsible to live 
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[with] uncertainty and contingency” and to absorb “the unexpected form of future events” 
(Cowley et al., 2018; Holling, 1973, p. 21).  In a similar vein, resilience is also a “permanent 
adaptability in and through crisis” (Walker & Cooper, 2011, p. 154).  It is thus remarkably 
important to understand that resilience does not require a precise predictability about the future, 
but that the system must be adaptable to the situation even during uncertainty (Amir, 2018; 
Wildavsky, 1988).  In this regard, resilience thinking is a “retreat from grand planning” (Haldrup 
& Rosen, 2013, p. 130).  If designers in the past defined the problem from the outset and ideally 
worked through a linear model of design, today designers use an iterative model, in which the 
problem and indeterminacy are part of the process of design (Cowley et al., 2018).  Thus, like the 
understanding of resilience thinking, the design process is an ongoing inquiry through practical, 
real-world consequences and a process to bring a people to explore, learn, and bring a change 
(Steen, 2013). 
Although resilience has drawn significant interest from various disciplines, existing 
research on resilience has largely fallen into two sharp approaches.  First, a group focuses on 
recovery and reconstruction in social-ecological systems (see e.g., Gallopin, 2006; Walker et al., 
2004).  The focus on a fundamental system of ecology leads to a concentration on how the 
social, economic, cultural and political circumstances shape the human capability to adapt to 
certain situations (Healy & Mesman, 2014; Kant & Tasic, 2018).  Researchers have explored the 
concept of social and human capital on this spectrum to examine the resiliency of certain 
communities along with the family and social groups as a foundational element to social 
resilience (Aldrich, 2012; Ronan & Johnston, 2005).  Second, for engineers and natural 
scientists, resilience accentuates a material and physical durability, requiring a system to bounce 
back after a problem through a technical-rational view of system analysis (de Burijn & Herder, 
2009; Park et al., 2013). 
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However, recently, scholars in the domain of STS have contested two such contrasting 
distinctions in resilience thinking.  In this modern world, “technology and society are deeply 
intertwined in everyday life”; therefore, “resilience has to be understood as a double performance 
of [a] social and [a] technical system” (Amir, 2018, p. 4) and a hybrid assemblage of social and 
material elements (Farias & Blok, 2017).  In other words, when dealing with uncertainty and 
unpredictability, the dynamic interaction between the social system and the technical system 
determines the resilience.  In fact, scholars in the STS domain have extensively cultivated a long 
tradition of carrying out symmetrical analysis on the interaction between technology and society, 
such as an analysis of the social shaping of technology, which regards the physical and technical 
configuration as largely shaped by society (Bijker, Hughes, & Pinch, 1987; MacKenzie & 
Wajcman, 1999).  From the perspective of actor-network theory, scholars have been arguing that 
technologies are contingent, resulting from the attempts of key actors to negotiate and stabilize 
networks and the diverse interests of human and nonhuman to succeed in technological 
development (see e.g., Akrich, 1997; Callon, 1987; Latour, 2005).  Actor-network theory, thus, 
reflects on the coconstructive descriptions of complex interrelationships between human and 
nonhuman artifacts.  STS provides an analytical understanding that the construction of 
technology is deeply embedded in the social institutions where it exists (Amir, 2018). 
Looking at the long tradition of STS scholars, the term of resilience in this domain is a 
“bridging concept” to interdisciplinary cooperation between the social sciences, humanities, and 
engineering disciplines (Hommels, 2018, p. 267).  The social and technical elements are highly 
integrated and mutually reinforced; thus, resilience is a feature that comes from a hybrid 
construct of social and technical systems (Amir, 2018).  Comparing the term of resilience with 
sociotechnical dynamics, this dissertation explores how the rebounding process of the craft and 
design practice have taken place under the strong influences of the sociotechnical system. 
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On the resilience capacity of scientific research, Fukushima (2016) explored how 
scientists have rebuilt their traditional research lines to overcome the image of old and obsolete 
as a result of the emergence of new research lines.  He formulated four elements underpinning 
the rebounding process in scientific research; first, the institutional preconditions, the deep 
rootedness of the research disciplines in the institutional establishment, including academia, 
private companies, and society.  Second, the nature of challenges from adversaries in attacking 
the intrinsic weakness of a certain research line.  Third, the reworkable resourcefulness against 
an adverse situation, emphasizing constant reconstruction by researchers facilitated by 
resourceful complexity, such as adopting various technical elements from their rivals to enhance 
the outcome and to recontextualize their positions in certain scientific research lines.  Finally, the 
cultural-icon status of the research accompanied by the heightened sense of tradition in the 
research practice. 
However, the resistance of certain sociotechnical elements might impede the radical 
innovation process necessary for the resilience of the scientific research.  In an attempt to 
reshape and redesign a certain social and technical system in urban development, Hommels 
(2005) looked at certain elements that allow and impede the change of sociotechnical elements, 
by urging us to acknowledge “a balanced understanding of obduracy and change in the 
sociotechnical development” (p. 330).  She further formulated three types of conception of the 
obduracy of sociotechnical change, namely frames focusing on the different way of thinking of 
the actors in the design process of technological artifacts that may lead to a deadlock, 
embeddedness, which explains the technological entanglement with the wider sociotechnical 
system, actor networks and sociotechnical ensembles that challenge the transformation, and 
finally the persistent tradition, which addresses the long-term traditions and shared values that 
may impede technological development. 
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The two distinct approaches argued by proponents of radical innovation to bounce 
forward from the crisis, and the obduracy of sociotechnical change have provided tools to 
explore the resilience of the design and craft practice in this dissertation further.  It is crucial to 
elucidate the rebounding process of the craft and design practice by attending to the wider, 
structural and contextual influence, while at the same time, looking at the microscale design 
activities bringing societal change in the craft community and the development of craft products 
in Indonesia.  This understanding will assist us to comprehend the resiliency in the adverse 
situation of the craft and design practice in Indonesia, that the prevalence of mass-produced 
products, the political environment during the industrialization era of Indonesia, and the 
predicament of the craft society in various regions in Indonesia led to its historical neglect. 
 
2.4 Understanding Four Conceptual Elements Underpinning the Resilience of the Craft 
and Design Practice 
The previous discussions provide us a clue to expand the resilience capacity of craft and 
design practice in this dissertation further.  I look particularly at how the diverse actors from four 
institutions have continuously worked to keep the value of design and craft.  At the micro level, I 
explore how the transformation attempts underpinned by participatory design may encounter 
obstacles, which may allow or impede the change.  There are four important elements in 
exploring the resilience capacity of the craft and design practice. 
First, the dynamic interaction of the actors from various institutions.  The practice of 
design might undergo strong influence from a certain level of institutional establishment, but we 
also need to look at how the actors from each institution interact to keep the value of design and 
craft alive.  This is in line with idea by Huycbrechts et al. (2017) who urged the necessity to 
attend to the wider political scale in participatory design, by attending to the interactivity of 
institutions, on the micro-, meso-, and macropolitical scales.  In this regard, I attend to the 
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institutional background influencing the resilience of the value of craft and design practice, and I 
look at how various actors interacted during the projects. 
Second, as the practice of craft and design practice frequently involves various actors, it 
is necessary to identify the reconciliation process of diverse frames.  Largely adopted from 
technological frames (Bijker, 1995) and dominant frames (Hommels, 2008), in this category, I 
describe how sociotechnical devices can reconcile the diverse tradition and thinking of each 
actor in the revitalization of craft development projects.  In this model, the diverse constraining 
elements of thinking undergo adjustment and negotiation, such as the market-led understanding 
in the design realm in contrast to the limited scale of traditional craft production.  I highlight 
sociotechnical devices, such as the informal and fluid working process of the craft workshop, as 
strongly influential characteristics of the codesigning process between designers and craftsmen.  
I also reveal the roles of the prototyping process as an ongoing embodiment of various actors to 
collide and the “mood-board sharing” or icebreaking sessions as a stage to mediate the informal 
interactions between designers and craftsmen to collaborate. 
Finally, I explore third and fourth elements, including resourceful strategies and the role 
of enduring tradition respectively, implying the reevaluation process and resourceful attempts to 
oppose the elements that engendered the adverse situation, such as the effect of the semiotic 
labeling on the obsolete image of craft products as a result of the rise of mass-produced products 
and the industrialization effort in Indonesia.  At the same time, I illuminate the attempts of 
designers and craftsmen to shift the emphasis of the craft products from mundane, utilitarian 
objects of craft to new entities, such as the adaptation of craft products as a research topic in 
academic institutions.  I also highlight other strategies, such as the adaptation of certain technical 
elements in mass-production, or rebranding the image of traditional craft products.  However, the 
enduring tradition remains an obstacle that might impede attempts to undertake innovation.  For 
instance, the status quo of traditional craft products might obstruct the need to redesign and 
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innovate.  As another example, the tradition of social design with attempts to reject the market 
logic often makes designers and craftsmen hesitate to approach new markets widely.  This 
highlights the wider sociocultural context, which may render these groups unable to escape from 
their own influential and lasting traditions.  In this category, I highlight the tension between the 
need to bring radical innovation and resistance to the transformation.  
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Chapter 3. Revisiting Product Design and Craft in Indonesia 
This chapter presents the historical development of craft and design practice in Indonesia, 
starting from the establishment of the industrial design discipline in one academic institution.  At 
the end of this chapter, I formulate the significant role of institutional background in the rebound 
attempt of design and craft in the context of social design.  To begin, I describe an episode to 
introduce the discussion of this chapter. 
A special exhibition to celebrate 70 years of the Faculty of Art and Design at Institut 
Teknologi Bandung (ITB) explained the historical chronology of the faculty establishment in 
detail.  This faculty was initially a sekolah guru gambar, a training school for art teachers.  
Among the exhibited artefacts, I saw one striking quote from a proposal of the development of 
the school created by Simon Admiraal,2 as follows: “the development of liberal painting art on 
the one side, and people’s craft on the other side through the experiment way, analyzing Western 
modern stream, which can be adapted to the understanding of local art [is important]” [emphasis 
added].  In this proposal, surprisingly, the craft turns to be an important source of knowledge, 
implying the need for the assimilation of Western and local epistemology to develop the value of 
local art.  Further, a staff member at the exhibition explained that the concept and spirit Admiraal 
brought are still relevant today in the curriculum of the school, for both the Art and the Design 
departments. 
In fact, since 1972, students have enrolled for an industrial design major after two faculty 
members returned from studying industrial design abroad (Amir, 2002).  However, when the 
industrial design program began in the faculty after its importation from developed countries, 
industrialization in Indonesian was still at an early stage.  At the same time, the national 
                                               
2 Proposal for the formation of School of Art at Technische Hoogeschool te Bandoeng (THB), 
which was the former name of ITB under the Dutch colonial government. 
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government was focusing on stabilizing the fluctuating economic situation and building 
infrastructure.3  Consequently, academics, students, and graduates had to work in small-medium 
scale industry, such as a small craft workshop, rather than in manufacturing industries, which 
was still in the initial phase (Amir, 2002). 
In fact, this condition distinguishes industrial design in Indonesia from that in developed 
countries, in which the profession of the industrial design is generally close to industrialization 
and the technological development.  Designers have mainly focused on problem solving directed 
toward addressing societal problems in developing countries, such as how design combined with 
business development can possibly contribute to poverty reduction combined with business 
development (Er, 1997; Whitney & Kelkar, 2004).  There are many examples, such as the 
development of craft communities by incorporating new designs, patterns, and forms, wherein 
the designers can act as intermediaries between craftsmen and new markets (Chutia & Sarma, 
2016; Kaya & Yagiz, 2011).  There is a similar situation in Indonesia, where it is relatively 
straightforward for designers to enter the realm of craft with various objectives, such as 
developing a new craft product by incorporating a new design method (Indonesian Design 
Development Center [IDDC], 2018), building a community-based industry, or developing a 
potential craft product through a village product program (Triharini, Larasati, & Susanto, 2013; 
Wiyancoko, 2002).  Another attempt to redevelop utilitarian craft products for the modern home 
                                               
3 President Suharto at the time initiated an ambitious, long-term development program from 1969 
to the late 1990s called REPELITA (a series of  five-year development plans) to bring Indonesia 
into the modernization era.  Pangestu (1994) described the economics and industrialization 
during New Order, divided into four periods.  In the first and second phase (1966-1981), the 
central government mainly focused on stabilizing and rehabilitating the economic turmoil during 
the Old Order regime (see Wie, 1996). 
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or art gallery and to keep old, but valuable traditions alive by transforming the craftworks 
through the means of design method has also taken place (Howard, 2006; Nugraha, 2010).  In 
this regard, it is clear that the establishment of industrial design in developed and developing 
countries has gone through different development phases, due to diverse social, cultural, and 
economic situations as well as different ideological patterns (Bonsiepe, 1991; Er, 1997). 
Despite this broad explanation of the roles of design, especially in the development of 
craft industries in developing countries, few researchers have discussed the political dimensions 
of craft and design itself.  Against this background, I explore the development of craft and design 
by tracing the historical trajectory of industrial design in Indonesia.4 I outline the establishment 
process of the industrial design discipline in academic institutions and its ability to intertwine 
with other realms, such as political, social, and cultural circumstances.  In fact, the practice of 
industrial design in Indonesia was indivisible from crafts from the formation of art schools until 
the establishment of design majors.  However, during the rapid modernization and 
industrialization from the mid-1980s to the end of the 1990s led by the national government, 
designers gradually shifted their focus from small-medium industries to advanced and large 
industries, including aerospace, automotive, electronics, weaponry, and others.  This was the 
moment when modernization emerged as a singular value in this nation, and it strongly degraded 
the value of craft as an obsolete practice. 
Only after 1997, when the Asian crisis struck the nation, followed by the collapse of the 
New Order regime and the shutdown of various large industries, did the craft industry regain its 
                                               
4 There are relatively few sources that explain the history of industrial design in Indonesia.  
Sulfikar Amir (2002) provided the big picture of the development of industrial design in 
Indonesia, which I have cited throughout this article to explore the position of craft and design 
practice within the development of industrial design at large. 
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popularity among industrial designers, and with more enthusiasm and eagerness than when 
designers intermingled with the craft realm before the industrialization era.  Recently, various 
stakeholders, such as governments, the community, media, and the markets, have seemed to 
admit the importance of design to developing the craft industry, not merely with the aim of 
alleviating the poverty of particular poor craft-making elements of society, but also as a way to 
exploit the tradition of craft to make it an appropriate way to construct the identity of Indonesia 
and to compete in the global market.5  Against this background, how has the practice of design 
and craft regained its popularity among industrial designers after its neglect during the 
industrialization era of the New Order regime? 
In the following sections, I trace the position of craft and design within the historical 
trajectory of industrial design and national development.  They fall into three phases: the first stage 
is the initial stage of industrial design, the second stage is the dark age of craft and design practice 
amidst the glorification of high-tech industries, and finally, the third stage explicates the 
rebounding process of design and craft practice. 
 
3.1 The Institutional Background: The First Stage of Industrial Design and Craft in 
Indonesia 
It is possible to trace the narrative of craft and design in Indonesia back to the teaching 
and learning activities at the art school at the ITB, long before the establishment of the industrial 
design department.  In contrast to the history of industrial design in various developed countries, 
                                               
5 There are good reasons for this situation.  Intense news coverage has often depicted the new 
evolution of craft artefacts as a way to modernize the traditional culture and to enhance 
economic value by penetrating the export market (see e.g., Ministry of Tourism and Creative 
Economy, 2014; Tempo, 2018).  I discuss this situation in more detail in the next chapter. 
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the beginning of industrial design in Indonesia came after the School of Art combined with the 
Architecture Department in 1956, and subsequently in 1959, the Department of Planning and Art 
began (Widagdo, 2011). 
The Art Department taught fine art, painting, and interior art majors.6  Although the word 
design was unknown in this period, the content of education was relatively akin to education in 
design in recent times.  The pedagogy in the art school during this period underpinned the dawn 
of design education (Amir, 2002).  In 1972, three design programs began after several faculty 
members completed their design education in United States and Denmark.  In particular, the 
Industrial Design program began under the strong influence of the engineering discipline that 
predominated in ITB; therefore, the value of aesthetic rooted in art was embedded in design 
education at the time, as a counterbalance to the engineering realm, which focuses on 
functionality and practicality (Zainuddin, 2010). 
Many studies have indicated that the birth of design in this country largely sprang from 
the art and engineering disciplines, but little attention went to how the craft realm influenced 
design practice.  This was not without reason, considering the strong influence of technological 
institutions and art faculties, which became the umbrella under which the design discipline grew.  
Even though the initiation of the design department was rather abrupt, with little entanglement 
with socioeconomic needs, students and faculty members became very familiar with the 
environment of craft long before the establishment of the design major.  With the prevalence of 
craft villages not only in the surroundings of Bandung but also in various regions in Indonesia, 
they became a source of knowledge for academics and students to explore their theoretical 
learning in class further.  For instance, the students had periodic visits to villages to survey and 
                                               
6 History of Faculty of Art and Design, ITB. Accessed from https://www.itb.ac.id/fakultas-seni-
rupa-dan-desain 
29 
observe the potency of craft, documenting the techniques and patterns of particular craftworks in 
a report.7 
The word design appeared for the first time during the participation of Indonesia in the 
World Expo Osaka 1970 (Widagdo, 2011; Zainuddin, 2010).  The Indonesian Design Center was 
the first Indonesian design center, established in 1969 as a command center for the preparation of 
the Indonesian pavilion for the World Expo (Widagdo, 2011).  Almost all the faculty members 
from the Planning and Art Department at ITB became involved in the process.  Prof. Imam 
Buchori Zainuddin was on one of the committees to identify and select the craft products that 
might represent Indonesia-ness in the Expo.8  Despite the arduous preparation effort, this was an 
important moment for Indonesia to show off to the world after the severe experience of 
economic inflation during the Sukarno period9 (Pangestu, 1994). 
Participating in World Expo 1970 also marked the ambition of the New Order regime to 
be open toward the world, concomitantly with its deregulation policy, attempting to attract 
                                               
7 I found a report by student group that conducted research at a bamboo craftsmen’s village in 
Tasikmalaya in 1963.  This was compulsory for students who enrolled in a class of kuliah kerdja 
seni rupa ke daerah [fieldwork of art for the region].  The report contains the classifications of 
craftworks in this village, including a description of the craft production process, the situation of 
the craft workshops, and sketches of the products the local craftsmen produced. 
8 Interview with Prof. Imam Buchori on February 2016 
9 Under this policy, the Sukarno government closed every opportunity for foreign investment, 
putting almost all enterprises under state control, and the characteristic development ideology at 
the time was pride of nationality, after a relatively long period of colonization (Pangestu, 1994). 
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foreign investors to step in to promote the economic development of Indonesia.10  In other 
words, participation in the World Fair symbolized the liberalization period of Indonesia, in 
which the design discipline at the time had a role to translate the central government’s mission.  
A brochure in the Indonesian pavilion introduced Indonesia as a young nation, with rich cultural 
and social resources and abundant natural resources.  At the same time, the government produced 
an ambitious, 5-year national development plan as an integral part of economic development, 
attempting to appeal to potential foreign investors at the World Fair.11 
The pavilion itself had three important sections: performances, exhibitions, and cuisine.  
Interestingly, craftworks dominated the entire exhibition zone, with displays of multiple types of 
products, such as batik, woodcarvings, wayang (Javanese shadow drama puppets), Balinese arts 
and crafts, silverwork, etc.  In the process of collecting and curating, Zainuddin stated, “I had to 
survey, observe, collect, and modify some craftworks with various craftsmen across Java and 
Bali”.12  This statement explains why the intervention of outsiders in the craft community has 
continued ever since.  He further explained the way he asked craftsmen to make new products 
and to retouch old products to preferred designs.  This was to find suitable products for potential 
guests and buyers, supported by a new packaging design for the products and visual graphic kits 
to make the craftworks more appealing.  In fact, the participation of Indonesia in the World Expo 
                                               
10 Interestingly, the World Expo 1970 in Japan was also the first World’s Fair hosted in an Asian 
country, consolidating Japan’s international position as equal to European countries and the 
United States, due to the spectacular technological development, innovative architectural 
pavilions from various nations, and new forms of transportation and communication (Borggreen, 
2006; Gardner, 2011; Yoshimoto, 2011) 
11 See appendix 2 (A brochure of Indonesia Pavilion in the World Expo ’70) 
12 Interview with Prof. Imam Buchori in February 2017. 
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was not merely important for the national government to display its current development 
progress, but also, the establishment of the Indonesia Design Center stimulated the teachers at 
the art school at the time to develop further the tenets of design value and to lay the foundation 
of the design program, while at the same time looking for possibilities to establish a permanent 
design center (Widagdo, 2011; Zainuddin, 2010). 
 
3.2 The Ambivalent View of Industrial Design and Craft During the Development of the 
Technological State 
From the mid-1980s to the 1990s, the entanglement of design and craft gradually eroded 
due to the development of high-tech manufacturing industries and the intense influence of 
modernization attempts by the national government.  Undoubtedly, the economic objectives and 
technological advancement have impacted the condition of industrial design in Indonesia, which 
mainly resulted from the top-down influence of the authoritarian regime (Sachari & Sunarya, 
2002). 
During this period, the main underpinning of the legitimacy of Suharto regime was the 
capability to employ technocratic knowledge to lead the orientation of the national development.  
This was the first regime that was quite successful in adopting scientific knowledge in decision 
making, in which the technocratic rationality constituted the logic to guide the development 
policy (Amir, 2013).  To override the powerful image of his predecessor Sukarno, Suharto 
wanted to achieve high technological development as well as economic and technological 
progress, wherein the technocrats backed him up (Amir, 2013).  In the wake of the expansion of 
global capitalism in Indonesia during this period, the New Order regime had to create a 
welcoming environment for capital to breed, and it was technocratic knowledge that ensured that 
the socio-political energy resulted in efficient and productive output (Amir, 2013). 
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In line with the rapid development of Indonesia under its ambitious, 5-year national 
development plan and the strong influence from the technocrats, the designers at the time, who 
were mostly in academic institutions, also attempted to modernize the design discipline to align 
it with the national development vision.  However, the designers at the time could not easily 
align with the stream of the developmental vision, considering that most did not consider art a 
part of science and technology.  For instance, in contrast to the scientists and engineers at ITB, 
there have been frequent questions on whether the nature of art and craft in the design practice is 
a part of science, and whether practitioners carry it out using a positivist perspective (Zainuddin, 
2010).  This is in line with the conservative understanding of design, in which the designer must 
apply a rational solution to the problem in a scientific corridor due to the rapid technological 
development and cultural changes (Cross, 2006; Dorst, 2006; Kimbell, 2011).  In this regard, the 
focus of the design faculty in the engineering school has changed, especially during a regime that 
used science as a source of legitimation for its development agenda. 
In such an unfavorable situation, the participation of several design academics in the 
previous World Expo, as well as in REPELITA III (the third phase of the 5-year development 
plan), which focused on building manufacturing industries, stimulated some to see the possibility 
of design as “a national asset” to align with the regime’s development vision (Widagdo, 2011, p. 
224).  To achieve this aspiration, various internationalized workshops, exhibitions, and design 
seminars took place, as well as attempts to build international connections, to legitimize this 
position and to attract the attention of the political elites at the time.  For instance, the organizers 
of the International Design Workshop in Jakarta in 1978 began by inviting key prominent 
designers, such as Carl Aubock (Austria), Kenji Ekuan (Japan), and designers from neighboring 
countries in Southeast Asia.  At the beginning of the 1980s, several design association groups 
formed, notably, the Alliance of Indonesian Industrial Designers (ADPII) as an organization for 
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Indonesian industrial designers to protect their rights and to strike a political bargain.13  The aim 
of this sequence of events in a relatively short period was to force designers to come into line 
with the modernization of Indonesia at the time. 
The discipline of design gradually took a place in the modernization efforts of Indonesian 
industry.  The oil price drop during the 1980s stimulated the national government to shift from 
an import substitute policy toward an export-oriented policy.  The aim of this move was to 
encourage the development of the nonoil business sector, in particular, manufacturing industry 
(Wie, 1996).  The response of the government to the oil price drop underpinned the improvement 
of industrial competitiveness and efficiency, followed by a deregulation policy, loosening the 
requirements for foreign investment and removing tariffs, and at the same time, improving the 
procedure of import and export (Pangestu, 1996).  Concomitant to the dynamic situation of 
industrial development during this period, in fact, educational institutions began to alter their 
design curricula toward industrial product-based methods, and they applied industrial elements to 
balance the aesthetic ones that had previously dominated (Amir, 2002).  Consequently, adopting 
scientific and technological vision into the academic design research realm became necessary, 
leaving behind the interests of traditional craft practice.  Since the  beginning of the 1990s, the 
importance of mastering the technology has dominated industrial development policy.  This 
situation influenced industrial design, which focused mainly on the development of high-
technology-based industries, such as the aerospace, railway, automotive, and electronic 
appliances industries (Amir, 2002). 
During the industrialization period in Indonesia, designers gradually left the craft and 
design practice to align with the industrialization agenda.  Although there were arising prominent 
                                               
13 Official website of ADPII. Accessed on May 29, 2018 
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craft industries, such as wooden and rattan furniture in Cirebon or Tegalwangi,14 this was still 
not fashionable conduct, considering the achievement of high-technology industry at the time.  
The vision of the regime at the time to compartmentalize Indonesian culture as subject to 
governmental control under the single cultural realm of Javanese culture exacerbated this 
situation (Vickers, 2013).  Consequently, those of non-Javanese culture found themselves pushed 
to the margin, creating a hierarchy between the center and periphery, and some ethnic groups in 
Indonesia even received the label primitive (Vickers, 2013).  This dualistic perspective between 
the center and peripheral and between modern and primitive in this period indirectly influenced 
the circumstances of craft and design, which had frequently intermingled.  Moreover, the 
situation became worse, as many categorized the craft industry as informal or small-medium 
scale business, rather than formal industry, such was the rising dualistic perspective between the 
firm-centered economy and the bazaar economy (Geertz, 1963) or the traditional sectors and the 
modern sectors (McGee & Yeung, 1977).  During the industrialization period, when the national 
government strongly emphasized progressivity and rapid modernization by promoting its high-
tech industries (Amir, 2013), this gradually eroded the development of the craft industry, which 
was previously a primary focus of the industrial designers. 
In interview regarding the situation of industrial design in this period, the head of ADPII 
postulated: 
During the late 1980s to 1990s, all the design students and graduates had a dream to work 
in the manufacturing industries.  At the same time, the school did not allow the students 
to create small pieces of products, such as bag, shoes, or any other product matter that 
craftsmen could create. 
                                               
14 Prof. Imam Buchori from ITB began this project, which had notable success in incorporating 
industrial design practice into craft communities for the export market. 
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During this period, the number of designers working in the manufacturing industries increased 
significantly compared to the 1970s-1980s period.  This is not surprising, considering the 
depiction of technological achievement through various media, such as news outlets, magazines, 
and radio, which have mainly been under the control of an authoritarian regime as an important 
propaganda tool (Barker, 2005; Salim, 1999).  This situation led to an ideal dream, especially 
among industrial designers at the time, to which they would contribute their services. 
Moreover, technological achievements at the time, such as the construction of the N250 
airplane during the 1990s, received exuberant celebration as national achievements, 
underpinning the exemplary center15 of the development of the nation.  Furthermore, the need for 
the accelerated transformation vision that predominantly filled the public discourse on 
development policies built a perception that the slower the transformation, the greater the social 
and economic uncertainties (Amir, 2013).  Consequently, this condition impacted the distinction 
between modern, high-technology products and traditional craft products, which the authorities 
had gradually labeled as old and obsolete.  Although during this period, the national government 
supported the growth of small-medium enterprises through support schemes, such as the 
subsidized credits and technical assistance program (Berry et al., 2001; Tambunan, 2008; Wie, 
1996), the roles of industrial designers received less emphasis in the development projects of this 
sector.  This is unlike the situation in the manufacturing industries, which have embraced the 
                                               
15 Clifford Geertz (1980, p. 13) first coined the term exemplary center as “the material 
embodiment of political order.”  Further, this idea has had extensive exploration in various 
topics, such as the development of satellite systems in Indonesia to unite the archipelago nation 
(Barker, 2005) and the study on the development of urban space and building in Jakarta “to 
engage the sense of fragmentation, collective memories, new forms of governmentality and 
different hopes for the future” (Kusno, 2010, p. 20). 
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roles of designers underpinned by the policy of government, which required the manufacturing 
industries to open research and development divisions. 
Despite this euphoria over industrialization in Indonesia during the 1990s, a few groups 
of designers and craftsmen collaboratively worked to develop the traditional craft products.  
Their objectives were varied, for instance, to alleviate the poverty of craft-making society, or to 
retain the tradition of craftworks that the prevalence of mass-produced products was endangering 
by incorporating the design method to finding new forms and functions for craftworks.16  Adhi 
Nugraha established the Design Service Foundation in 1991.  In an interview, he explained the 
reason underlying the formation of this group: “In this period, almost [all] industrial designers 
were animated with the attainment of either technological progress or the vast growth of 
manufacturing industries.  Working in the craft industry was regarded as going backward to [the] 
primitive period.”  This organization primarily aimed at revitalizing traditional craft materials 
and techniques.  The intention of this foundation was not only to rejuvenate the decaying 
traditional craft objects, but also to enhance the sense of independency among the craft 
community, and possibly the nation in large, while strengthening the cultural identity of the 
community encapsulated through the creation of objects (Nugraha, 2010). 
 
3.3 The Rebound of Design and Craft in the Post-Suharto period 
In the post-Suharto period, the discipline of industrial design has expanded dynamically 
and sporadically, marked by the economic crisis and social turbulence in 1997 and followed by 
the rise of the creative economy in this nation.  During the economic crisis, vast numbers of 
manufacturing industries collapsed, followed by the termination of employees, stimulating 
                                               
16 Interview with Budi Isdianto and Rahmat, on November 2017. 
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growing numbers of informal businesses.17  In fact, the craft industry remained intact, supporting 
most of the export value of Indonesia during this period (Sachari & Sunarya, 2002).  Widagdo 
(2011) postulated that in this period, industrial designers divided into one group concerning 
social orientation and another focusing on the manufacturing industries.  ADPII also formed a 
craft and design division in its organization in 2014 as the number of designers working in the 
craft industry has been rapidly growing.  At the same time, the end of authoritarianism 
encouraged the rise of free media, as well as increasing usage of the Internet (Hill & Sen, 2005), 
which has led to increasing numbers of design media, design exhibitions, and concept stores in 
Jakarta, Bandung, and Bali that have a crucial role in publishing the works of local designers.  
With the dawn of social media, the designers also have a huge chance to promote their works 
widely.  The Post-Suharto period has indeed liberated the orientation of design practice. 
In the governmental sectors, many programs actively utilized design knowledge to 
develop the craft industry further.18  Established in 2014, the Creative Economy Agency (Badan 
Ekonomi Kreatif: BEKRAF) has focused on cultivating creative industries, which are likely to 
provide significant national income.  In 2015, this sector contributed 7.38% of national gross 
domestic product.  Of 16 concentrated subsectors, craft and product design became the most 
important factor contributing to the creative industry.  The Ministry of Trade also established a 
design center (IDDC) to facilitate the development of small-medium business such as craft 
enterprises, by providing a design clinic, book materials, and workshops to provide advice to 
craft entrepreneurs who attempted to penetrate the export market.  The center annually organizes 
a design program to develop new craft products by encouraging product designers to collaborate 
                                               
17 Informal enterprise increased significantly, for instance, the major cities in Indonesia were 
filled with street vendors, petty traders, and bike taxi drivers (see Kusno, 2010; Malasan, 2017) 
18 The detail explanation of one program will be discussed at chapter 4 
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with local craftsmen in various regions in Indonesia.  The Ministry of Industry also has an active 
program, One Village One Product, spanning 2 years, to develop local craft products.  In this 
program, design has a significant role to play in packaging and finding new possible forms of 
products. 
In this period, the reentry of craft as a research topic in the academic realm resumed.  For 
instance, research on the declining condition of the rattan industry in Cirebon, which lags in 
industrial competitiveness, became a subject for design intervention to enhance the craftsmen’s 
capability by elaborating design practice and the nature of craft businesses (Sriwarno & Djati, 
2009).  Another study on the development of traditional souvenir craft identified the importance 
of mixing identity-driven strategy with market-driven strategy, which highlights the significant 
role of designers in providing new designs (Zulaikha & Brereton, 2011).  There have also been 
explorations of in-depth cognitive discussions between artisans and designers to identify the 
differences in creative cognition between artisans and designers to develop craft products further 
(Junaidy & Nagai, 2013). 
The One Village One Product program in Indonesia also aimed at formulating the 
contribution of design in craft development to answer market needs, while at the same time 
preserving and solving the problems of the craft industry (Meirina et al., 2013).  Throughout the 
revitalization of the craft industry due to the design intervention, Nugraha (2005) developed key 
concepts to transform the value of traditional craft products that are suitable for modern use.  
Developing the craft industry might have a larger impact, as the designers can simultaneously 
bring societal change by improving the livelihoods of local communities.  In contrast to the 
scientific design research on the topic of craft before the 2000s that explored the possibility of 
industrializing crafts, in this period, the research crafts have been more diverse, ranging from 
addressing the societal needs of craft society to exploring the possibility of redeveloping the 
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value of traditional crafts for modern needs.  The incorporation of crafts into the research realm 
marks an attempt to leverage the position of craft in opposition to that of manufactured products. 
Moreover, the thriving numbers of informal economic sectors,19 such as the craft industry 
in urban and regional areas, have also attracted design students to create prototypes of their 
school projects, as well as young designers who have less chance to enter large industries.  For 
instance, during the product development for their assignment, the design students in Bandung 
often cooperated with craftsmen scattered around Bandung city.  In a class for industrial design 
students at ITB, students worked with craftsmen in small-medium enterprises to develop new 
products by emphasizing the role of design as an added value for the development of small-
medium enterprises.  This condition is in line with the situation in the informal economies of 
craft neighborhoods in Istanbul, which strongly reflects the process of collaboration between 
designers and craftsmen facilitated by the symbiotic relationship and constant negotiation of 
ideas in a fluid way (Kaya & Yagiz, 2011).  In this period, the application of design in the realm 
of craft practice addressed more diverse conceptual objectives, such as addressing social needs, 
or revitalizing the traditional value of craft products.  For instance, the successful story of the 
Magno wooden radio led to the emergence of the social design movement in Indonesia. 
Based on traditional woodworking craft, Singgih Susilo Kartono, the designer of this 
radio, successfully transformed cheap fired wood into a radio by providing training for the local 
villagers in his hometown to create a wooden casing for the radio (see Figure 2).  In his quite 
                                               
19 Regarding the informal economy, this research is in line with critics of the dichotomy between 
formal and informal enterprise that characterized the Suharto era, that is no longer relevant in 
this period, and that focused on dynamic innovation, diffusion, and changing consumption 
patterns (Turner, 2003).  Despite the dichotomy of informal/formal continuing in reality, it is a 
dynamic rather than a static term (Huq & Sultan, 1991). 
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remarkable action in the early 1990s, when almost all designers in Indonesia worked in 
prestigious companies in Jakarta, Singgih went back to a village and set up a small workshop to 
work with the local community.  In an interview with a magazine, he stated: 
In the developed world, people are taking advantage of new technologies to live closer to 
nature in an environment where community still has meaning, while still remaining 
connected to the outside world.  In Indonesia, where most people still live in village 
communities, we are actually closer to the future.  But most people here still believe in 
the city-centred industrial paradigm.20 
 
Figure 2. Magno wooden radio (source: Magno Design). 
He began Magno in the early 1990s; however, his work did not receive much attention 
until the post-Suharto period.  Then, the Magno radio attracted a lot of attention, and not only in 
Indonesia.  It received various international awards, such as the Good Design Award, Asian 
                                               
20 Creativity in Kampung. Accessed on August 10, 2018 from: 
http://indonesiaexpat.biz/lifestyle/creativity-in-the-kampung/ 
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Design Award, and so forth.  Currently, Singgih is attempting to expand his social enterprise by 
creating a bamboo bike and a biweekly market in his village to revitalize it through design 
intervention.  Many design communities also have a significant role in the entrance of design 
into the craft industry. 
As another example, Abie Abdillah, a well-known furniture designer, has long been 
cultivating rattan as a basic material to develop products.  Inspired by the global domination of 
Indonesia in producing rattan materials, he felt unhappy with people’s perceptions of rattan 
furniture, which they labelled as an old-fashioned product and as a legacy of the Dutch colonial 
period.21  Moreover, the increasing numbers of cheap and low-quality mass-produced rattan 
products harmed the image of rattan products not only in Indonesia, but also worldwide.22 
Accordingly, he tried to leverage the value of rattan throughout his ability as a product designer.  
He has exhibited his works in various international design exhibitions, such as Maison de Objet, 
the Triennale of Milan, and the Venice Architecture Biennale in 2017.  Recently, he has become 
the head of Pusat Inovasi Rotan Nasional (the National Center of Rattan Innovation), where he 
can organize various programs relating to the development of rattan products. 
Throughout his unrelenting attempts to promote rattan, he has collaborated with various 
craftsmen in regional areas.  Recently, his outstanding achievement was his newest series of the 
Lukis Chair, which the world-wide furniture brand, Cappelini, selected as one of its collections.  
In 2017, the Lukis Chair won the Good Design Indonesia of the Year 2017 award (see Figure 3). 
                                               
21 Interview with Abie, Abdillah November 2017. 




Figure 3. Lukis chair, Good Design Indonesia of The Year Winner in 2017 (source: Abie 
Abdillah). 
In sum, since the Suharto period, there have been significant efforts to revitalize 
traditional craft products and to acknowledge them as a new potentiality economically, socially, 
and culturally.  The entry of craft into the scientific realm as a research topic might indicate the 
attempt by design researchers to leverage the presence of crafts after their neglect during the 
industrialization era, when many regarded craft as an obsolete practice and an irrational research 
topic.  Craft itself has easily entered academia during this period, as it was one of the most 
popular topics during the 1970s.  The differences between the earlier period and the current 
situation are the varying objectives of design and craft research, such as community 
development, the transformation of traditional value, and the measurement of the cognitive levels 
of designers and craftsmen.  This rebounding process might benefit from the institutional 
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situation, in which educational institutions, like ITB, have incorporated craft as a research area in 
the 1970s and since the 2000s, despite its neglect during the industrialization era. 
As the craft workshops remained intact during the economic crisis, this sector has 
become an alternative sector for industrial designers with the closure of some manufacturing 
industries.  Many individual designers and groups of craftsmen and designers have addressed 
various problems to cultivate design and craft practice.  Some designers started with critiques of 
the common perception of the old image of rattan products, and some addressed the social needs 
of particular communities by employing their design capabilities to modernize and revive 
traditional craft products to make them suitable for various market needs.  This indicates that 
those involved in the reevaluation process are working resourcefully against the adverse situation 
(Fukushima, 2016) in an attempt to rebrand the obsolete image of craft products vis-à-vis mass-
produced products. 
 
3.4 Summary: The Dynamic Interactivity of Four Institutions Behind the Development of 
the Craft and Design 
In this chapter, I have explored the position of design and craft development activities 
within the history of industrial design and craft development in Indonesia.  Through this study, 
we can understand the factors that underpin the resilience capacity of the craft and design 
practice, and we can unveil the factors that influence the collaborative work of designers and 
craftsmen.  I began by exploring the unilateral focus of participatory design that has been 
weighing on micropolitical scale activity, and which has disregarded the its interaction with the 
broader institutions (Huybrechts et al., 2017).  It is necessary to zoom out the activity of 
participatory design, looking at the dynamic engagement of this activity with the wider 
institutional complex. 
44 
In this chapter, I have highlighted four main institutions concentrating on the practice of 
craft and design, namely the craft village, the academic institution, in this case the ITB, 
governmental institutions, and self-initiated groups consisting of craftsmen and designers, such 
as the Design Intervention Group led by Adhi Nugraha, or the Magno Radio Company. 
As Figure 4 shows, design and craft had a close relationship in academic institutions 
during the 1970s.  In this period, ITB established the first design school, and it drew its 
curriculum from art and craft practice.  At the same time, the central government embraced the 
craft product as a cultural potency of Indonesia, which it represented in the Indonesian pavilion 
at the Osaka World Expo 1970, and in which lecturers from the Faculty of Art at ITB undertook 
all the curation and design processes. 
 
Figure 4. The presence and absence of four institutions in the development of craft and design in 
each period (source: Author). 
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However, during the industrialization period in Indonesia in the 1980s (Amir, 2013; 
Simpson, 2010), the semiotic labeling of primitive or backward gradually attached to the design 
and craft practice.  In this period, the focus of the central government was on achieving 
industrialization and promoting technology, which became an exemplary development center, 
depicting technological development as a sign of the progressivity of modern Indonesia.23  
Consequently, the academic activities in the design department also underwent heavy influence 
from the adaptation of technology and industrial knowledge to the design curriculum (Amir, 
2002).  There was no possibility of design students working with small craft industries,24 and 
many design graduates had no experience of working with small industry, while working in the 
manufacturing industries become the dominant choice.  This condition has extensively 
influenced research in design academics, which has concentrated on the development of products 
in large manufacturing industries.  It is clear that the design scholars and practitioners at the time 
attempted to promote the role of design as a national investment for the modernization of 
Indonesia, marked by the increasing roles of designers in state-owned and privately owned high-
tech corporations, such as the transportation, electronic, and communication industries (Sachari 
& Sunarya, 2002; Widagdo, 2011). 
Despite the declining interest in craft and design practice during this period, few design 
activists and local craftsmen initiated projects to keep developing traditional craft products in the 
early 1990s.  For instance, Adhi Nugraha and other designers initiated the design service projects 
in the early 1990s as a way to collaborate with regional craftsmen across Indonesia to achieve 
                                               
23 Such imagined cultural transformation through technological development has imposed 
technological intervention as an engine of growth and change, as well as a wealth maker that 
stimulates social and cultural movement toward modernity (Amir, 2013). 
24 Interview with Adhi Nugraha, February 2017 
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social innovation within local communities.  As another example, Singgih Susilo Kartono 
founded the Magno Radio Company at a village in Central Java to build the local economy by 
collaborating with local people.  Although their small-scale activities were scattered and 
uncoordinated, such self-initiated groups have continued to work in the domain of design and 
craft until this day. 
The economic crisis from the late 1990s to the early 2000s that caused the shutdown of 
large industries in Indonesia affected the provision of job opportunities for product design 
graduates negatively.  In fact, large numbers of craft enterprises survived the crisis, and design 
graduates working with craft workshops have largely remained there ever since.  Researchers in 
the faculty of art and design have also embraced craft into scientific research, addressing various 
topics, for instance, the redesign process for traditional craft products and achieving social 
innovation in poor craft communities.  Governmental institutions started to develop the craft and 
design sectors after the 2000s.  For instance, in 2014, the central government established 
BEKRAF, marking the dawn of the creative industry, and design and craft become one of the 
most important sectors to contribute to this industry.  Moreover, the development of craft 
products is likely to be a source of national income, for instance, the establishment of the Design 
Center under the Ministry of Trade to cultivate the local resources to penetrate the export 
market.25 The commitment of the government to boost the creative economy, especially by 
developing the craft sectors by design, the increasing quantities of academic research committed 
to developing the craft industry, and the rising number of small entrepreneurs working with 
designers and craftsmen have become prominent recently (see Figure 4). 
Against this background, I accentuate four main institutions, and I explore in detail their 
role in underpinning the rebounding process for craft and design in Indonesia.  First, academic 
                                               
25 Interview with the staff of IDDC in September 2017. 
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institutions.  After the craft and design disciplines gradually separated due to the influence of the 
industrialization of Indonesia, in the post-Suharto period, academic researchers have gradually 
adopted design, as demonstrated by the number of design researchers in ITB.  Meanwhile, 
researchers and lecturers have also allowed design students to work with small craft workshops, 
cultivating new designs for traditional craft products, for example.  Another example is 
integration with other scientific disciplines in exploring craft and design practice, such as 
investigating craft materials using a scientific methodology at ITB. 
Second, the self-initiative craft and design communities.  Some groups of designers and 
craftsmen have developed craft communities by elaborating design methods and craft skills, 
either to achieve social needs or to redevelop traditional craft products.  The movement of some 
grassroots communities of design and craft carried the issues in resistance to mainstream 
designers in the manufacturing industries, as exemplified in the case of Adhi Nugraha and 
Singgih Susilo Kartono.  However, their work received little notice or coordination, as the strong 
excitement of technological achievement dominated the nation during the Suharto period. 
Third, the craft villages in various regions in Indonesia.  Craftsmen in Indonesia usually 
work in groups, and they concentrate in particular areas (see Chutia & Sarma, 2016; Meirina, 
2014).  This condition has given designers and craftsmen the ability to connect easily, despite 
their geographical distance.  Moreover, the cultural and social system of the craft village, such as 
the rituals, personal connections, and informal and community economy, has largely 
characterized the situation in the craft community (see e.g., Gibson-Graham et al., 2013; 
Malasan, 2017; Turner, 2003), which have become advantageous for the development and 
acceleration of design and craft.  The cultural resources of the craft community have become a 
foundation for designers and craftsmen to work collaboratively on new designs. 
Fourth, the governmental institutions.  They supported the cultivation of local crafts in 
Indonesia during the 1970s, as shown in the pavilion of Indonesia at the World Expo in 1970.  
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However, after the 1980s, the central government shifted its focus to the industrialization of the 
nation by establishing large industries, which left little room for small-scale industry to thrive.  
This policy influenced academic institutions, such as the design researchers at ITB, to develop 
the curriculum and to instruct academic researchers in their institutions to align with this policy.  
This condition changed, particularly after the economic crisis in 1998, and from 2005, the central 
government attempted to develop the creative industries.  The institution concentrating on the 
creative economy began in 2014, and IDDC started in 2015 under the Ministry of Trade.  
Various governmental institutions concentrating on the development of the design craft have 
indeed provided major opportunities for the designers and craftsmen to redevelop traditional 
craft products, by addressing various issues, from poverty in craft communities to the 
modernization of craft products. 
To sum up, by tracing the historical trajectory of entanglement of design and craft in 
Indonesia, I have shown how four institutions have become influential actors in the dynamic 
development of craft and design in Indonesia.  The development of design and craft has resulted 
from the complex interaction of institutions at the micro and macro levels, which has culminated 
recently.  After identifying the ups and downs of the craft and design practice in Indonesia, we 
need to analyze further why the issues of craft and design became shared concern among the 
actors, especially after the 2000s.  How does collaborative work between designers and 
craftsmen take place, in both top-down-type projects and self-initiated projects?  Looking for the 
diversity of the institutional background, then, how can the actors negotiate their different ways 
of thinking when developing the craft and design issues?  How can the designers and craftsmen 
balance the needs of market and fulfil their mission to improve the condition of craft 
community?  In Chapter 4, I discuss the DDS project, which represents a top-down approach for 
craft revitalization, and which employs designers to work collaboratively with craftsmen.  In 
Chapter 5, I mainly discuss two design studios and craft workshops in Bandung, Garut, and Bali, 
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Chapter 4. Designer Dispatch Service Program: Design as a Tool for Development to 
Penetrate the Domestic and Global Market 
In 2014, several of my fellow industrial designers participated in the DDS program held 
by the IDDC.  This program encouraged industrial designers to develop new craft products in 
various regions in Indonesia.  As the IDDC is officially part of the Directorate General for 
National Export Development,26 this project has largely used a top-down approach, where the 
design center has primarily controlled the planning, budget allocation, and execution.  The aim 
of the DDS Program is concise and clear: to develop new craft products for export markets.27  
The craft products seem apt as a cultural and economic resource for the design center to succeed 
in its vision: building local, going global.  The design intervention is therefore a vital program to 
increase the value of craft products to compete in the global market, while at the same time 
distributing equal economic opportunities to the regions across the archipelago. 
Having started in 2012 with the initial project among the rattan craft community in 
Cirebon City, this program has taken place annually.  Until 2015, this program received part of 
its funding from the Japan International Cooperation Agency, which funding also contributed to 
the initial development of the design center.  The DDS program gained a reputation as a 
                                               
26 The current design center has changed significantly from the design center about 20 years ago, 
which was part of the Ministry of Small-Medium Corporations.  At the time, the center had less 
opportunity to expand the wider market domestically and globally, as it was limited to accessing 
the market for the manufacturing industries (see Amir, 2002). 
27 Ini Cara Mendag Enggar Beri Nilai Tambah ke Produk Ekspor. [This is how Trade Minister 
Enggar develops a New Value for the Export Oriented Products]. Liputan 6 Online. Accessed on 
May 21, 2018 from https://www.liputan6.com/bisnis/read/2614168/ini-cara-mendag-enggar-beri-
nilai-tambah-ke-produk-ekspor. 
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successful program, and it successfully secured a national budget.  Every year, the DDS has had 
an exquisite and gigantic pavilion at Trade Expo Indonesia—an annual international trading expo 
held by the Ministry of Trade—located in the center of the event area.  In 2016, President Joko 
Widodo spent a long time in this pavilion to see the products and, eventually, he requested the 
design center to expand its activities to develop craft products on Papua Island.28  He is known 
for his concern about the role of design for the development of the craft industry, and in this 
visit, he paid attention to the importance of involving designers in the development of craft 
products in regional areas to increase the class and quality of products, and eventually to enable 
them to penetrate export markets.29  Moreover, the essential agenda of this program of 
employing designers to collaborate with craftsmen in rural areas in fact suits the President’s 
primary agenda of nawacita (nine key programs), one of which is to develop Indonesia’s 
outlying areas.30 Additionally, the head of the Indonesian Association of Furniture and Craft has 
strongly accentuated the role of designers in craft development, stating that “To all designers and 
                                               
28 In a small note given to the staff of the center, the President wrote “Don’t forget Papua..” 
29 Presiden Jokowi: Produk Indonesia Harus Tembus Pasar Global [President Jokowi: The 
Indonesian Products should Penetrate the Global Market. Presiden Ir. Joko Widodo. Accessed on 
May 21, 2018 from http://presidenri.go.id/berita-aktual/presiden-jokowi-produk-indonesia-harus-
tembus-pasar-global.html 
30 DPRD holds key roles in development of outer parts: Wiranto. The Jakarta Post. Accessed on 
11 September 2018 from http://www.thejakartapost.com/news/2017/04/26/dprd-holds-key-roles-
in-development-of-outer-parts-wiranto.html 
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entrepreneurs, there is a large expectation by the Indonesian people to improve their well-being 
behind the production of design.”31 
Considering the promising potentiality of this program, not only is it something to be 
proud of for the staff at the design center, but it also provides a significant portfolio for the 
designers.  The craftsmen have also gained new knowledge on developing products, and they 
have gained experience in connecting with new markets.  However, it was not easy for designers 
to join the project.  They went through a rigorous selection process that required documents, 
such as a portfolio of design, working experience, and motivation letters.  Subsequently, the 
supervisors of this program, consisting of academia, a professional designer, a psychologist, and 
the IDDC staff, conducted interviews with candidates who passed the first selection.  In 2017, 
only 10 designers out of over 50 candidates succeeded. 
The selected designers can freely access various facilities at the design center to develop 
new craft products.  They have access to prototyping facilities, such as 3D printers and workshop 
tools, the coworking space, and a library of various types of design books.  One of the most 
important facilities is access to trend forecasting information and purchasing data from various 
regions in the world, such as Stylus, Euromonitor, and CBI.  All this information helps the 
designers to grasp ongoing global trends and the product specifications necessary to enter each 
country, supporting them to create initial ideas before selecting the appropriate craftsmen. 
Every year, the DDS program runs for 8 months, commencing in March.  It ends usually 
in October concomitantly with the Trade Expo Indonesia, an international trading expo 
organized by the Ministry of Trade.  In this program, designers go to several regions in Indonesia 
                                               




appointed by the committee of the DDS program.  However, during the 8 months of the program, 
the designers only have four face-to-face meetings with the craftsmen.  Each meeting has usually 
3 or 4 days to discuss the design and production progress.  Within this limited time, then, there 
are questions to answer.  How do the design center, designers, and craftsmen accomplish the 
targets of the projects?  Given their different educational background, customs, and cultures, how 
can they negotiate their way around differences during the working process? 
 
4.1 Explaining Diverse Frames: The Story of Radit and Cilacap’s Craftswomen 
To explore these questions, I explored the designing process by specifically paying 
attention to the codesigning work of one designer with two craftswomen in Cilacap, Central Java 
Province, and seeing how they have adjusted and reconciled their different ways of thinking.  
This time, I attended the final meeting of the designer and the craftsmen as well as their 
exhibition at Trade Expo Indonesia 2017.  I highlight three diverse frames I found during the 
design process, which acted as the main obstacles to success and hampered the design progress.  
They were the programs of the design center, the market needs the designer targeted, and the 
demands of the craftsmen. 
 
4.1.1 The target from IDDC and the market needs   
Before the designers went into the field, a brief meeting took place to discuss the 
objectives of the DDS program, its schedule, and other technical requirements.  This involved 
three advisors from the center: an academic who was a design researcher from ITB, a design 
professional who has a long experience working in the electronics industry, and a staff member 
from IDDC.  They have roles as mentors for all participants, and they supervise the design 
process, set the design targets, and make sure the program succeeds in a timely manner.  In fact, 
before going to the field, the designers had to present their plans, explaining the targeted market 
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and the tentative proposal for each design idea.  In this program, the center allowed the designers 
to penetrate any kind of market, as long as it was an export market.  The important point is that 
the project should take place in 8 months, and there should be a proper exhibit in the trading 
expo, where foreign potential buyers gather. 
To understand the characteristic of the targeted market, the designers could utilize trend-
forecasting platforms such as Stylus and Euromonitor to research the market behaviors, the on-
going trend of design, including the colors, patterns, materials, and the most purchased products 
in particular countries in the world.  The platforms provide detailed information about shipping 
requirements, including size and weight, and restrictions on chemical usage in the materials.  All 
this information assists the designers to construct the initial idea and to imagine future products 
that are far more suitable for the targeted markets.  Radit, who is the designer I consulted, has 
aimed for two places: France and Europe in general.  Although France itself is in Europe, he 
found distinct traits, and he decided that he should treat the two regions differently by carefully 
creating a specific form of design for each targeted market.  He planned to create household 
products, specifically products used in the living room and in the kitchen, though at this stage he 
had not started the sketching process. 
The design center organized evaluation meetings (monev) every time the designers 
finished meeting with the craftsmen.  During these meetings, the designers, including Radit, had 
an opportunity to report on progress every time he returned from meeting with the craftsmen.  
On at least four occasions, there were monevs to monitor and evaluate the work.  In the meetings 
the supervisors, the staff of the design centers, and high-rank officers from the Directorate 
attended, each designer presented his or her progress.  Radit explained: 
The meetings were important moments for me to share my findings in the field, and I 
could also consult with other members about the difficulties I encountered during the 
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designing process with the craftsmen.  The session was useful to get insights about the 
design process and to evaluate my design for the targeted markets. 
In fact, during this meeting, each of the designers encountered various constraints, such as 
limited tools, different languages and habits, religious rituals, material availability, and so forth.  
One of the participants explained how the local craftsmen were suspicious of him at first; thus, 
until the middle of projects, the craftsmen worked with him reluctantly.  The disparity of 
infrastructure between Java and the other islands was one of the major factors in the limited 
distribution of the resources necessary for the designing process.  The unfamiliarity of working 
with a new drawing and the different working patterns between designers and craftsmen were 
also challenging factors.  This is because the designers almost all received training in a mass-
produced industrial style, while the craftsmen had different rituals and paces of work depending 
on their places of origin.  Radit, in particular, also had to think radically about a new design for 
the targeted market, considering the limited variety of tools and skills of the craftswomen in 
Cilacap.  For instance, the craftswomen were a group of mothers in a village who had limited 
time to work, as they had to deal with daily housework and farming labor. 
Despite such limitations, the design center required the designers and craftsmen to make 
progress within relatively a short time, as it had to report the results of the program to the 
directorate.  The consequences of not achieving the target would be fatal: there would be cuts in 
the  budget, and the design center might close.  However, to achieve the target, designers had to 
be able to find quick ways to develop suitable products for the global market.  We have explored 
the different targets and frames of the design center and the designers.  What, then, is the 
motivation of the craftspeople? 
 
4.1.2 The motivation of the craftswomen   
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Driving about an hour and half from the city center of Cilacap, Radit visited a group of 
mothers, called Rizki Kelipuk, most of whom were weavers of eceng gondok (water hyacinth).  
The group consisted of over 10 mothers, and it began about 5 years ago.  It started after the 
Department of Cooperative and Small-Medium Enterprise invited the eceng gondok weavers 
from Tasikmalaya Regency to teach some of the mothers the technique of weaving.  Initially, it 
aimed to provide a skill for the mothers to have an alternative source of income, as they are 
mostly part-time farmers, working mainly in the morning.  Mrs. Sumiarti, the leader of the 
group, explained that the families of the group members were mostly living under the poverty 
line, because the husbands worked as laborers in factories or as part-time farming laborers.  
Therefore, as wives and mothers in the family, the members attempted to work together in a 
group, and they expected to have more earnings from crafting than from merely relying on 
laboring in a farm or a factory.  Another member of the group explained why she started craft-
making: “Working on a farm is an arduous job.  I am getting older, and perhaps in the next 
couple of years, I will not be able to work there.  Therefore, I must find other jobs.” 
In fact, this group of craftswomen has already exhibited its works in small-scale 
exhibitions, such as small bags, pouches, and cutlery sets.  However, few customers showed the 
interest in their work.  Furthermore, Mrs. Sumiarti explained how the group faces difficulty 
finding potential customers, because they have no expertise in marketing, and nor can they 
develop new products suitable for the markets.  She felt that simply joining the exhibition would 
not affect the growth of the business, because essentially, they lack the know-how to make a 
product suitable for the market.  She further explained: 
This situation increases my motivation to join the DDS Program.  I need the 
government’s help in expanding our business.  I believe that working with a designer, 
like Radit, will bridge us to the new market and provide new information on how to 
create a good product. 
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Radit explained that the reason he selected this group is because this group consists of mothers in 
a small district, and he wanted to provide a larger social impact and to improve their economic 
conditions by helping them to penetrate the export market.  He believed that by targeting a group 
of people, the impact would be broader than merely working with a single artisan.  Looking at 
the potential of the craftswomen in this group, he developed the idea of designing a product that 
a group of people could make. 
On the other days of the trip, Radit met Mrs. Yanti, a craftswoman who specializes in 
ecoprint.  This is a dyeing technique using natural materials, such as leaves, cloves, roots, and so 
forth.  She started learning dyeing technique less than 5 years ago, but she has extensive 
experience of dyeing the cloth or fabric.  Mrs. Yanti works usually alone, although sometimes 
she hires a few assistants.  One of the reasons is that the dyeing technique is unpredictable, and it 
relies on the crafter.  In contrast to the Rizki Kelipuk group, Mrs. Yanti became a craftswoman 
specializing in a dyeing technique to practice her hobby, although she also expected to have an 
extra income from her work.  Looking for the potential of Mrs. Yanti’s work, Radit wanted to 
create an apron and oven mitt to target the European market.  As the demand for eco-friendly 
products has been increasing in recent times, especially in the European market, Radit felt it right 
to collaborate with Mrs. Yanti to cultivate the natural dyeing technique, as well as the water 
hyacinth weaving in which the Rizki Klipuk group specialized.  Importantly, Radit wanted to 
embrace the craft community to make new products that can absorb large numbers of craftsmen 
based on the sharing of values; thus, the economic impact will spread widely and effectively. 
After identifying the diversity of needs and skills of the main actors here, then, how can 
designers and craftsmen collaboratively achieve the set target?  What kind of obstacles have 
remained and changed during the working process?  In the following section, I show in detail the 
work of Radit and the craftswomen to build the new products, by focusing on the role of 
sociotechnical instruments to underpin the codesigning process. 
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4.2 The Instrument in the Designing Process 
In the first meeting, Radit and two craftswomen met for the first time to get to know each 
other, exchanging information about the capacity of the production, the portfolio of the 
craftswomen and the designers, and the material availability to support the production.  This 
meeting took place to inform the craftswomen about three important points to cultivate the new 
design of the craft: the uniqueness of the product, the story behind the product, and the potency 
of the craftsmen.  Exploring new designs for crafts will widen the possibilities of entering new 
markets; therefore, it will directly impact the economic condition of the craftspeople, as they 
have large numbers of products they can offer. 
In the next meeting with the craftswomen, Radit showed them the rough sketch of the 
design, and he brought a printed file of the design called a mood board (see Figure 5), which 
became a guiding reference for them to discuss in detail the ambience of the environment where 
they will place the future product.  The mood board is an important instrument, as it is a medium 
for achieving a similar understanding between the designer and the craftswomen about the new 
form of the future product and its placement.  By referring to the mood board, they can also share 
their own ideas and share the skills they possess. 
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Figure 5. A mood board (source: Author). 
On the mood board, Radit showed the interiors of a living room and a bedroom to Mrs. Sumiarti 
and other members of Rizki Kelipuk group.  He explained to the craftswomen about the targeted 
customers, who were mainly middle-income Europeans.  Based on the information from the 
Stylus and the CBI, Radit explained the behaviors of the targeted users, as well as their daily 
activities.  On the other side, Mrs. Sumiarti provided many insights about the character of the 
materials, the skills and techniques that might be suitable to achieve the new form of the product, 
and the tools available in their workshop. 
The third meeting was mostly on discussing and evaluating the prototyping process.  It 
was quite fascinating to see the discussion between the designer and the craftswomen, especially 
how informal and open the discussion between them was (Figure 6).  Radit, the other 
accompanying staff from the designer center and the city hall, the members of Rizki Kelipuk, 
and I mostly discussed trivial topics, while at the same time checking the prototypes of some 
products.  Sometimes Radit asked about the progress of Mrs. Sumiarti’s work.  The craftswomen 
confessed that they felt it quite challenging to work on the new design, because it was different 
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than the products they usually developed, such as small pouches and bags.  As Mrs. Sumiarti 
stated: 
At first, the other members and I were not sure how to complete the new design.  But I 
tried to always negotiate with Radit about the difficult parts of the design, and then, Radit 
always cooperated and provided new designs or solutions. 
When Radit looked at the new design of the stools made of water hyacinth and wood as a 
structure, he seemed unsatisfied with the result.  For instance, one product was not precisely 
circular, and this was because the mold the craftswomen utilized was a used tire.  Another 
example was the leg of a stool, for which the wooden materials seemed unmatched with the 
design.  During the discussion between Radit and Mrs. Sumiarti on how to solve this problem, 
another person in the workshop told them that she had a relative who was a logger, and that her 
relative might help to provide the best quality of teak wood, which may be suitable for the stool.  
They accepted the offer, and Radit trusted the group of craftswomen to organize the production 
of wood, without interfering further about the provision of wood itself.  The interesting point 




Figure 6. The discussion between the designer and a craftswoman (source: Author). 
A similar situation occurred in the meeting of Radit and Mrs. Yanti to discuss in detail 
the design and work progress of the apron and the oven mitt.  Mrs. Yanti had already made a 
prototype of the design that Radit had ordered months ago.  The pastel and gloomy colors and 
the leaves’ patterns on the apron and the oven mitt were quite suitable for them, considering the 
target market in Europe for a particular season.  However, the design of the apron itself was not 
comfortable when someone tried to use it, especially the back straps.  The problem was likely 
caused by the difficulty of measuring the size of the apron.  When Mrs. Yanti saw that I was 
quite tall (more than 180 cm), she asked me to wear the apron, and apparently, she and Radit 
realized that the apron was oversized.  Looking at this problem she stated: “When I was making 
this apron, no one was the same height as European people.  I was struggling to imagine and 
measure the size of this apron.”  Looking at this situation, Radit discussed this problem in detail 
with Mrs. Yanti, and they attempted to solve it.  As in the workshop with Rizki Kelipuk, various 
people also offered suggestions, including me. 
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As the meeting time during the program was quite limited, Radit and the craftswomen 
could actively discuss and follow up on progress through a messenger application.  They sent 
pictures and drawings via e-mails or messenger applications if necessary.  Mrs. Sumiarti 
explained to me that “Although we rarely met directly, we still can communicate with each other 
through online applications.  Some of the drawings here were sent through e-mails by Radit.”  
Another problem that Radit faced was the limited workshop in the village.  For instance, the 
women had few power tools or hand tools to support production in their workshop.  In a stool 
that Radit designed, the shape of cushion that used water hyacinth was circular.  However, as the 
workshop did not have any mold, and the craftswomen could not afford to order one, they 
tinkered with a truck tire as a mold for the cushion.  As a consequence, the circular shape was 
not accurate and the volume of the cushion itself was rather smaller than the design drawing.  
Looking at this situation, Radit said to Mrs. Sumiarti: “It does not need to be perfectly akin to the 
drawing.  But can you add more water hyacinth by knitting it around this shape, just to add more 
volume?” 
Mrs. Sumiarti replied, “Sure, we can knit it downward and probably add more foam to 
the cushion.”  Radit agreed with this idea, and he did not push them further to achieve the desired 
design.  Considering the limited tools and skills the craftswomen have has forced Radit to think 
about the kinds of new designs that fit the market, but that are also suitable for the condition and 
tradition of the craft workshop.  Radit and the craftsmen must overcome these impeding factors 
every time a new design comes. 
The designer and the craftswoman wrote down their progress in every meeting evaluation 
in the form of progress reports they filled in (see Figure 7).  Despite their informal working 
environment, they had to follow up the targets they set up on the form the design center 
provided.  The supervisors in the design center made this form as a template to monitor the 
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progress of the participants of this program.  Moreover, this form became a tool for both designer 
and craftswoman to complete their progress and to follow up each other’s tasks. 
 
Figure 7. The design progress report (source: Author). 
In sum, the case of Radit, Rizki Klipuk, and Mrs. Yanti reflects important aspects of 
understanding the role of instruments in their work, such as meeting organizations, trend 
forecasting media, the mood board, and the design progress report that helps them to resolve 
their differences, set targets, and achieve targets collaboratively.  For instance, the mood board 
could trigger the conversation between them and help them to acquire information on the 
behavior and habits of the target market.  It could help them to imagine the future placement of 
the product.  It enabled them to set the key points for the designers to start the design process.  
Along with that, the informal environment in the craft workshop smoothed the discussion 
process between them, which involved openness between neighbors, and flexibility and fluidity 
in the working process, such as freely involving neighbors in the talks.  Additionally, the 
64 
communications technology, such as the messenger application, has contributed to the success of 
the prototyping process.  This technology has also helped them to reduce the distance and to 
limit the number of face-to-face meetings with the design center.  They can easily communicate 
their progress by sending pictures of their work, and they can discuss them in real time using the 
application.  The informality in the craft workshop is also a building block of the collaborative 
work between crafters and designers.  This is in line with the arguments by Turner (2003), which 
explained that the informal and flexibility among the neighbors in the village largely facilitated 
the characteristics of small entrepreneurs.  Through the informal realm and the flexibility of the 
craft workshop, unexpected ideas often came from surrounding people who were not fully 
involved in the project. 
Despite the information on market needs and the new designs, which mostly come from 
designers, information on material availability, skill and techniques, and the production process 
is mainly the domain of the crafters.  Throughout constant negotiation, both face-to-face and 
virtual interaction, such as e-mails or messenger, ideas to solve problems can appear any time 
they interact.  This condition might reflect the current situation of craft and design practice, in 
that beside the informality of craft enterprise, the ability to adopt technological instruments to 
their daily work can also have a significant impact on the process of designing and the 
production process. 
 
4.3 Aligning with the Market: Exhibition at the Trade Expo Indonesia 2017 
In October 2017, a pavilion of the DDS program was under construction, preparing for 
the opening of Trade Expo Indonesia 2017, one of the largest international trade expos in 
Indonesia.  Located in the central area of the expo, the pavilion of DDS was made with exquisite 
design to exhibit newly designed craft products.  With its white and red combination colors 
resembling the colors of the Indonesian flag, furnished with gallery-like displays, acrylic 
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infographic panels, and a large LCD looping the design and production process of each product, 
this pavilion was a premium and creative pavilion, and it was one of the primary pavilions at the 
Trade Expo Indonesia 2017.32 The event itself went on for 5 days, having successfully engaged 
approximately 4,500 buyers from 79 countries and over 1,000 exporters across the nation.  The 
government claimed that it was the biggest trade expo of Indonesian goods and services the 
Ministry of Trade had organized.33 
Days before the opening of the exhibitions, numerous designers, craftspeople, and craft 
entrepreneurs were preparing their products, cleaning the dust from the surface of their craft 
works, and arranging them neatly on the display boxes that they had already cleaned.  They had 
to make sure that the display was appealing enough for visitors, considering that potential buyers 
from all around the world were to visit the expo in the following days.  More than 10 designers 
and 20 craftsmen who participated in the pavilion were DDS program members, who 
collaborated over 8 months with the IDDC to develop and modernize traditional craft products 
from various regions.  It was quite interesting to see the designers who had visited various 
regions of Indonesia now in one place, showing the diversity of Indonesia at a glance.  The target 
of this exhibition was to connect designers and craftsmen who had already created craft products 
with buyers from abroad.  This event was a vital phase for this program to prove whether the 
products could meet the needs of buyers, and whether local craft products could compete in the 
export market. 
                                               
32 Trade Expo Indonesia 2017 kicks off at new, bigger ICE. The Jakarta Post. Accessed on May 
21, 2018 from http://www.thejakartapost.com/news/2017/10/11/trade-expo-indonesia-2017-
kicks-off-at-new-bigger-ice.html 
33 Ibid, 2017 
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This pavilion also legitimized the design center that this program is aligning with the 
national development agenda.  One of the officials from the design center explained: 
In 2017, the president was quite happy to see the products created by the designers and 
craftsmen.  Last year, the president asked us to expand to other regions in the next year, 
indicating that the program was essential for the national development agenda, and it has 
a green light to continue empowering the craft products by design power. 
Indeed, the current national development agenda, developing from the periphery, has become 
one of the primary agendas of the current cabinet, and the aim of this program was to achieve 
this target by cultivating the craft industry in various regions.  Moreover, IDDC and the Japan 
External Trade Organization organized another pavilion adjacent to the DDS pavilion as a space 
to exhibit products that had received the Good Design Awards.  On the opening day, the 
President of Indonesia looked at one piece of rattan furniture made by collaborative work 
between a well-known designer and a local craftsman, which received a Good Design Indonesia 
award in 2017.  The president tried to sit on a rattan chair and chatted with Mr. Abie, the 
designer of this chair, who also one of the participants of DDS Program in 2012.  The visit by the 
president was indeed a precious moment for the designers and the craftsmen of the DDS 
program, and it increased the self-esteem of each to feel recognized by the representative of the 
nation. 
Going back to the story of Radit and the two craftsmen from Cilacap, in this exhibition, 
Radit attempted to display a combination of the two works.  One craftswoman made an apron 
and other kitchen utensils, while the other craftswomen made interior goods, such as stools, and 
decorative elements made of dried water hyacinth.  Even though the two craftswomen had never 
met and collaborated before, Radit attempted to display the two works in a harmonious way.  
Having experience as a visual merchandiser in a retail company, Radit has the knowledge to 
display materials so that they appeal to customers. 
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For Mrs. Yanti and Mrs. Sumiarti, involvement in the export exhibition in Jakarta was a 
precious experience.  As they usually produce products for the local market in their region, it was 
understandable for them that new designs were necessary for other markets.  However, for Radit, 
who had been involved in this project many times, this year was not as successful for him as the 
previous year.  This time, no buyers ordered their products, although some people stopped by 
and asked about them.  Last year, Radit and a craftsman from Jambi successfully exported their 
products to the Middle East and Japan, and they continued exporting them until very recently. 
 
4.4 Summary: The Reconciliation of Diverse Frames 
Through their unrelenting critiques of the application of the human-centered design 
approach in the context of social development, Melles, Vere, and Misic (2011) argued that this 
approach “suggests a role for co-design but does not explicitly relinquish expertise to users” (p. 
147).  In the context of codesigning process, thus, designers should act as facilitators, displacing 
“the expertise and the authority of [the] designer” (p. 148) to the participants in the process of 
codesigning, while at the same time, they should be responsive to the context in which design 
takes place and mindful of the resources and assets available, targeted goals, and the factors they 
can prioritize in their design response (Thorpe & Gamman, 2011).  In expanding the process of 
participatory design, Le Dantec and Disalvo (2013) coined the term infrastructuring to facilitate 
the participants of designing processes to build attachments toward certain controversial issues as 
a way to form a public, which allows them to arrive at a suitable outcome.  However, to identify 
the reconciliation process to reconcile the diverse ways of thinking of the participants in the 
design process, we need to identify how these variations might hinder the designing process, and 
to look at how the designers and craftsmen can overcome such problems. 
Adopting the notion of frames as the hindering elements to sociotechnical change 
(Hommels, 2005), I have explored how the diverse motivations and needs of the participants in 
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this project could lead to a deadlock and block progress.  There are three diverse frames that act 
as obstacles to constrain the collaborative works of designers and craftsmen.  First, the target of 
creating a new export product within a limited time set by the design centers.  Failing to achieve 
this target would lead to a cut in the budget for the design center to run the project for the 
following years.  Consequently, the center also forced the designers and craftsmen to meet their 
set targets.  The short timescale of the project and the high market target exacerbated all these 
challenging factors.  Second, the designers set the target market, such as Europe or Japan.  As 
this case study shows, Radit set the target market prior to encountering the craftsmen.  This made 
it easier for him to find particular craftsmen suitable for making a product based on the needs 
and characteristics of the market; however, the targeted market in turn confined the designers 
and craftsmen in determining the new form of design.  Third, it was necessary to achieve the 
demands of social enhancement in the craft communities and to maintain the tradition in the craft 
workshop and the village.  Making a new craft product would have been easier if the individual 
artisan had created and designed it; however, the project primarily needed to achieve the social 
needs of the group of weavers, as well as creating the export product.  On the other hand, only 
making a new product by asking the group of mothers without properly knowing the target 
market would not have resolved the initial problem of the weavers, which was failing to get new 
markets.  The enduring traditional and sociocultural elements in the craft village, such as the 
rituals and habits of the crafters, may also have impeded the construction of new designs. 
Two important factors helped to overcome the obstacles.  First, the instrument provided 
by the advisors from the design center, for instance, the four-meeting schedule between the 
designers and craftsmen, the evaluation and monitoring process after the meeting in the village, 
the design progress report, and the final exhibition at the trading expo.  This activity had a 
crucial function in managing the project.  The instrument has rationalized the informal working 
process of the craft workshops, but somehow, it has still allowed flexibility for the designers and 
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craftsmen to explore a variety of designs.  For instance, the progress report became an instrument 
to identify what had failed and succeeded during the prototyping process, and at the same time, it 
provided a platform for designers and craftsmen to follow up with each other about their own 
tasks. 
The role of the mood board sharing session mediated the ideation from both the 
craftswomen and Radit.  The mood board facilitated them to imagine future products, and to 
exchange information about the resources and skills available in the village.  This condition 
echoes a suggestion by Thorpe and Gamman (2011) about the necessity for designers to be 
responsive to local conditions when engaging in participatory design.  Before going to the 
designing process, the ideation process was an important step for Radit and the craftswomen to 
discuss the future product.  He provided the information and images through the mood board to 
communicate and deliver the larger nuances or the ambience of the environment into which the 
future design will go.  Throughout the mood board sharing session, Radit and the craftswomen 
could adjust their understanding by easily discussing what kind of product is suitable for the 
targeted market.  This session has an important role in collaboratively determining the future 
target and setting the common expectation to guide and frame the future design.  Radit and the 
craftswomen could share the possible product based on their own skills and the available 
material resources.  In this regard, the negotiation step was not merely confined to the hands-on 
prototyping process (Hillgren, Seravalli, & Emilson, 2011; Wilkie, 2014), but the mood board 
sharing was also an important step before the prototyping to set expectations and to negotiate 
based on their capability.  It is also crucial to respond and map the potentiality of what already 
exists before stepping into the prototyping process.  All in all, the instrument enabled the 
participants to keep their commitments toward the projects, in which each of them could monitor 
and control the progress of each actor. 
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Second, despite its constraining target applied and the set of instruments to monitor their 
daily work, the informal and flexible environment of the craft workshop remained intact, 
allowing the designers and crafters to interact easily and to work collaboratively.  For instance, 
many new ideas and solutions emerged in a variety of situations, such as during lunch time or in 
the messenger application.  For instance, as Radit and Mr. Yanti discussed the problem in the 
prototyping of the stools when they had lunch together, the idea popped up from neighbors who 
joined the lunch session.  The informality might be an underpinning factor in reducing the 
strictness and rigidity of the design process, which becomes a key factor in bargaining with the 
enduring traditions in the craft realm that the craft village has practiced over generations. 
Identifying the hindering factors in this case study urges us to recognize how the 
designers and craftswomen can overcome such obstacles.  The following questions arise: What is 
the situation of designers and craftsmen in dealing with various market demands?  What kind of 
impeding factors emerge, and what kinds of strategy do the designers and craftsmen employ to 
achieve the multiple demands of the market and to deal with the goals, that is, to achieve societal 
progress in the craft village?  To answer these questions, the following chapters describe a case 
study of a self-initiated design and craft enterprise.  In other words, I delve into the everyday 
practice of designers and craftspeople who have long been working together in various regions 
by highlighting the reevaluation process and by offering multiple strategies to solve particular 
problems, but at the same time, I highlight the obstacles that may obstruct or allow the 
transformation process.  
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Chapter 5: Inside the Design Studios and Craft Workshops 
In this chapter, I highlight two cases of designers and craftsmen that concentrate on 
redesigning local, traditional craft products.  The aims may vary, for instance, to have a direct 
social impact on craft villages by aligning their works with new markets.  The other examples 
are designers who attempt to overcome the negative image attached to traditional craft products, 
although the social value might impact indirectly on local crafts. 
In this section, I offer two case studies of the collaborative work of designers and 
craftsmen in Bandung, Garut, and Bali.  In the first section, I explain a center of birdcage makers 
in the Selaawi District of Garut Regency, where a designer named Harry and a craftsman named 
Utang have collaborated for years to redevelop traditional craft products.  I explore the general 
condition of the birdcage district, explain the social and cultural condition of the crafts 
community, and explain the general production methodology for birdcages in this district.  
Subsequently, I shed light on the tendency and factors encouraging the designer and craftsman to 
collaborate and develop traditional craftworks, and I look in detail at the work of designers in 
hearing and meeting the needs of the clients, the process of design, the work of craftsmen in 
producing the final product, and how they enroll other craftsmen in the district to their work.  
From the second example in Bali, I explore the work of Aljir Design Studio, in which I attempt 
to highlight the strategies of the designers and craftsmen to collaborate, and I look at how they 
overcome the factors that hinder the designing and producing process. 
 
5.1 Selaawi District: The Center of Birdcage Makers 
Located in the Garut Regency of West Java, Selaawi district is the largest birdcage maker 
district in Garut village.  As it is predominantly surrounded by bamboo forest, Selaawi literally 
means in the middle of bamboo.  In this district, hundreds of houses are scattered in more than 
one village producing birdcages made of bamboo, hence in Garut Regency, this district is known 
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as the birdcage village.  Given that craftsmen can easily acquire raw bamboo, the district can 
produce more than 10,000 birdcages per month and distribute them to cities across Indonesia.  
The district head claimed that Selaawi could be one of the largest birdcage producers in 
Indonesia.34  This district consists of seven villages, where more than thousand craftsmen live 
and make components of birdcages.  The district regularly distributes the birdcages to large 
cities, such as Bandung, Jakarta, and Surabaya.35  Despite its capacity to produce large numbers 
of products, the village was one of the poorest districts in Garut regency until 2016.36  This is due 
to the relatively secluded location of the district (in the northernmost part of Garut regency) and 
its distance from the national road (Figure 8). 
                                               
34 Interview with district’s head on November 2017. 
35 Interview with one of the village head in Selaawi in September 2017. 
36 Selaawi Tak Akan Lagi Masuk Desa Tertinggal [Selaawi no longer categorized as a poor 
district]. Accessed from http://www.pikiran-rakyat.com/jawa-barat/2016/01/04/355730/selaawi-
tak-akan-lagi-masuk-kecamatan-tertinggal on October 2018 
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Figure 8. Map of Selaawi District and the Seven Villages (source: Selaawi district). 
Recently, the district head decided to redevelop the city, attempting to boost tourism and 
the creative industry, as the number of people in the craft industry is large, and natural resources 
are abundant, if uncultivated.  He regretted that despite the large numbers of birdcage makers in 
this village, this district is not well known as a birdcage producer in Indonesia.  Instead, bird 
lovers only know the birdcage brands, which are almost all in the big cities.  In 2017, this district 
had an outstanding birdcage festival, in which it broke the record for the largest birdcage in the 
world (see Figure 9).37 
                                               
37 Penampakan Sangkar Burung Raksasa di Garut yang Masuk Rekor MURI [The biggest 
birdcage in Garut breaking Indonesian World Record Museum]. Tribune News.com. Accessed 
from http://www.tribunnews.com/regional/2016/12/12/penampakan-sangkar-burung-raksasa-di-
garut-yang-masuk-rekor-muri on October 2018 
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Figure 9. The biggest birdcage, breaking the world record (source: Tribun News.com). 
By breaking this record, the district head expected to raise the awareness of the people about the 
existence of the Selaawi district, while at the same time making the craftsmen proud of their 
work.  Further, he explained, “I want to cultivate the potency of tourism and craft in this district, 
and I hope this becomes the strongest industry in this district.”  Currently, Selaawi is striving to 
develop its tourism industry, focusing on educational and ecotourism and promoting bamboo as 
one of the most important resources of the district. 
Historically, a few craftsmen in Selaawi district started birdcage making in the 1970s, 
and at the time, craftsmen who wove bamboo products dominated the products from this district.  
There were no craftsmen making birdcages, until one day, Mr. Ayi, who was the inventor of 
birdcage making in the village, developed a production method for the birdcage.  He told me that 
“In the 1970s, when I was a still a dealer of woven bamboo products for the markets in Bandung, 
I saw a unique birdcage there.  It came to my mind that making the birdcage would produce 
more income than making a woven product.”38  Indeed, woven bamboo products have always 
                                               
38 Interview with Mr. Ayi on November 20, 2018 
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been cheaply priced, as they still are.  After trial and error, he and his friends finally found a way 
to create a firm birdcage, and he gradually trained several craftsmen in Selaawi to shift to 
birdcage making, which was highly priced in compared to woven products. 
Today, a few makers of woven products remain, and almost of them are older craftsmen.  
In comparison to woven product making, the income from assembling birdcages is significantly 
higher (see Figure 10).  Moreover, birdcage making is straightforward compared to weaving, and 
the demands are also constant; therefore, younger generations of craftsmen choose to work on 
birdcages, as weaving usually demands both precision and perfection. 
 
Figure 10. Comparison of daily income from birdcage making and from making woven products 
(source: Author). 
 
In fact, birdcage demands reached their peak during the 1990s, serving the demands of 
not only several markets in Bandung, but also other cities across Indonesia, from Jakarta to 
Surabaya, and from Aceh to Makassar.  This condition dramatically affected the economic 
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condition of the village.  The demand for the birdcages impacted the production system and 
division within the district, and currently, seven villages in Selaawi are production sites for 
birdcages with specialists in several components of birdcage making. 
The production chain for birdcages in this village is naturally well organized (see Figure 
11).  It has three main processes: first is materials provision, which the bamboo farmers do 
themselves.  Second, the production of birdcage components.  Finally, the assembly of the parts 
into the birdcage and distribution.  Each step usually involves a pengepul (distributor), and 
usually craftsmen work under the control of the pengepul.  There are seven districts within this 
village, and each district specializes in one process.  For instance, the Samida and Putrajawa 
villages specialize in seeding and farming bamboo, and various bamboo farmers regularly supply 
materials to birdcage component makers, facilitated by the pengepul.  Craftsmen scattered 
among other five villages, namely Mekarsari, Pelita Asih, Cirapuhan, Cigawir, and Selaawi, 
make the parts and assemble the birdcages. 
 
Figure 11. The birdcage production chain in seven villages (source: Author). 
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The components of the birdcage fall into three main parts, namely wengku, soko, and ruji, 
and each craftsman specializes in one type of component.  The size of these components varies 
according to the kind of birdcage.  This village produces only three kinds of birdcage: to house 
kenari (canary), murai (white-rumped shama) and anis (orange-headed thrush bird).  The 
interesting aspect of this production process is that the numbers of components follow the 
demand for the birdcage in the market.  For instance, during my fieldwork in September 2017, 
the demand for birdcages for the Murray bird was at a peak.  Therefore, the available birdcage 
materials, such as wengku, soko, and ruji in the village only fitted the Murray birdcage.  
Although the basic components for assembling the birdcage have similar shapes and structures in 
each type of birdcage, the sizes are entirely different for each type of birdcage.  For instance, the 
diameter of the ruji for the Murray’s birdcage is approximately 2 mm to 3 mm, whereas a Kenari 
cage needs slightly a smaller size.  In a certain season, a particular size of component will not be 
available, as the craftsmen are focusing on making other sizes of that component.  The group of 
pengepul will organize the distribution of each component from one craftsman to another, as 
well as managing the distribution of the assembled products to various markets in Bandung, 
Jakarta, and other cities in Indonesia. 
Despite the success story of birdcage-making in this district, poverty among craftsmen 
remains high.  One of the problems is the key players who have long been dominating the 
industry, who are mostly the pengepul, who have regular contracts with several prominent 
brands of birdcage in Indonesia.  There is unequal economic distribution between the craftsmen 
and the distributors.  A craftsman told me that “if you want to know who is a pengepul, look at 
the house that has a car.”39 Indeed, it is easy to identify the houses of craftsmen and distributors.  
Utang, one of the key participants in my research, told me that he had worked as a birdcage 
                                               
39 Interview with a craftsman in Selaawi. September 2017. 
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maker, but it was hard to improve his economic condition, as several groups of distributors 
control and dominate the distribution chain.  Moreover, in recent years, the demand for birdcages 
has gradually decreased, which may negatively affect the economic conditions of thousands of 
birdcage makers in this district.  Looking at this condition, Utang decided to quit birdcage 
making in 2010, and he attempted to collaborate with other people to find an alternative design 
of product that is still based on bamboo.  He aims to provide alternative jobs for the craftsmen in 
the district; thus, if birdcage making suddenly stops, they can still survive and keep cultivating 
bamboo. 
Although he decided to quit birdcage making in 2010, he has long experience of working 
with various craftspeople and designers in cultivating bamboo materials.  He has worked with 
various design researchers from ITB and undertaken personal projects with various clients 
outside Selaawi village.  Finally, Utang personally met Harry in 2014 for a design research 
project, and they have shared similar concerns in solving the problem in Selaawi district.  They 
want to develop new bamboo products based on the available resources in the village, and 
gradually to improve the economic condition of the craftsmen in this village. 
After explaining the general conditions and problems in Selaawi district, in the following 
section, I explore the motivation of Utang and Harry in developing new bamboo products to find 
alternative markets and to avoid the distributor-dominated birdcage system in detail.  I look at 
how the social and cultural condition of the Selaawi district affects and interrelates with the 
craftsmen’s daily work. 
 
5.2 The Motivation of Amygdala Studio and Utang’s Craft Workshop 
5.2.1 Harry, a founder and designer of Amygdala Studio.   
Harry is an independent designer specializing in designing interior elements and lifestyle 
products using traditional bamboo craftworks.  In 2015, he established his studio, Amygdala in 
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Bandung city, a very well-known emerging city and a dynamic melting pot for designers and 
creative communities.40  In running his studio, Harry is primarily engaging various regional 
craftsmen to produce new designs of traditional craft products. 
In contrast to the mainstream designers in Indonesia, who commonly work in large 
companies upon their graduation, Harry attempted to work in the domain of socially responsible 
projects, largely working with various craft communities across Indonesia.  He does not work in 
a large design or architecture firm, or in a large industrial product company.  Instead he 
established his own design studio to cultivate a local traditional craft potency.  At the same time, 
he chose to pursue a higher degree in education, which gained him an academic position in a 
prestigious university in Bandung.  Through this position, he was able to engage in various 
research projects that mainly focused on enhancing the economic and social condition of various 
craft communities in Indonesia.  He became involved in various craft and design research 
activities, joining government training programs and winning numerous design competitions, 
which have broadened his knowledge about combining the design method with a long tradition 
of craft practice.  Moreover, those achievements have impacted his reputation as a designer 
concerned with achieving a social value that is currently an important agenda in Indonesian 
design (see Chapter 3).  One of the prestigious awards he received was the Wirausaha Mandiri 
2015, which goes to a young entrepreneur who has been trying to create job opportunities and 
who has made a large impact on particular communities.  Throughout his achievement in 
winning competitions and appearing in prestigious media, he is increasingly well known, he is 
receiving various invitations as a speaker in seminars and design exhibitions, and he is a teacher 
for many training programs for designers and craftsmen. 
                                               
40 In 2015, UNESCO endowed the title of the city of design to Bandung, recognizing its thriving 
designers and communities as well as the number of design schools in this city. 
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Becoming involving in business competition and joining the design exhibition are indeed 
important ways for independent designers to enhance public awareness (Raulik et al., 2018; 
Murphy, 2015).  This was also an important way for Harry to boost his business and to spread his 
objective to develop the craft village in Selaawi with Utang.  He promotes himself as a 
competitionpreneur, an entrepreneur who frequently challenges himself to win the competition.  
Beside promoting and spreading his business, this is the way for him to learn and maintain his 
knowledge of ongoing trends; thus, he can keep his social enterprise up to date.  He admitted 
that, although his main objective is to enhance the capability of craftsmen in the rural area, he 
also needs to understand market trends, as his primary products are lifestyle products that have 
short lifecycles. 
Despite this increasing fame due to his hard work, he does not feel as though he is what 
outsiders commonly perceive as a prestigious achiever.  The ever-increasing attention from 
various media, exhibitions, and competitions is instead a way to achieve his primary objective, to 
provide access to the new market for the local craftsmen in Selaawi.  Indeed, he readily admits 
that this is a way to accumulate wealth, as he is basically an entrepreneur.  However, he also 
wants to fulfil social needs, as he also largely relies on the capability and capacity of craftsmen 
as vital players in his enterprise. 
Specializing in craftworks is clearly different than designers working in large 
manufacturing companies, and who are fundamentally dealing with machines.  It needs a long 
commitment to collaborate, communicate, and build an intimate relationship with craftsmen who 
have inherited particular skills and a long-standing culture.  After long years of experience 
working with craftsmen, Harry strongly emphasizes the emphatic approach in his design process 
to understand the skills of the craftsmen and the resources they possess.  On the website of 
Amygdala studio, he explains: “We believe that design is not just about aesthetics, but it’s more 
than that.  It’s a powerful tool to create an impact in life by solving difficult problems with 
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simple actions.”41 With a strong emphasis on design as a powerful tool to bring a social impact, 
he strongly acknowledges the local value embedded in daily craft practice, and he attempts to 
expand the capabilities of craftsmen by aligning with market needs through his design practice.  
The ultimate goal of his practice is to preserve bamboo resources, and most importantly, to 
enhance the prosperity of local craftsmen in rural areas, at a distance from the hustle and bustle 
of the marketplace in the cities. 
 
5.2.2 Utang, a bird cage craftsman.   
Utang is a veteran birdcage maker in his village.  Although he is currently working with 
Harry, this is not the first time he has met and collaborated with designers.  He has been working 
with various design researchers for almost 10 years, although it has mainly been for research 
purposes.  His encounter with Harry was the first time as a business partner. 
As I previously mentioned, the demand for birdcage products has been gradually 
decreasing in recent years, which has affected large numbers of craftsmen.  Responding to this 
situation, Utang stated: “All craftsmen here merely rely for their livelihoods on birdcage making.  
What if suddenly the birdcage demand stopped?  I have to collaborate with other people, so we 
can still survive by producing alternative bamboo products.”42  In responding to this situation, 
Utang and Harry started to work collaboratively to develop new designs for alternative products.  
This is not an easy task, given the different places they reside, Bandung City and the Selaawi 
district.  Moreover, as the production of birdcages in this place already involves a long 
production chain, in which almost all the craftsmen specialize in a single component of the 
birdcage, it is challenging for the them to change their habits and the system. 
                                               
41 Amydala’s official website. Accessed on August 12, 2018 from https://amygdalabamboo.com/ 
42 Interview with Utang in October 2017 
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Despite his experience of working with various design researchers from Bandung City, 
this time Utang prioritizes the projects from Harry.  He explained that he and Harry have been 
working together on most of the projects in his workshop.  He often refuses to accept orders from 
other clients, as his workshop capacity is limited.  They do not have any formal agreement; 
however, Utang trusts that Harry will not let his workshop become idle.  Harry also allows Utang 
to take other orders from other designers to create bamboo products in his workshop.  For 
instance, during my stay in Utang’s workshop, researchers from ITB came to visit, and they 
asked him to create a product.  This was a part of research experiment that combined bamboo 
materials with 3D printing materials to create a prosthetic leg.  Other designers from Bandung 
city asked him to produce a bamboo bag as a part of a final project.  Utang explained to me, “I 
wanted to give an example to other craftsmen here not merely to rely on birdcage making, 
because birdcage demand is gradually decreasing, and there are too many middlemen in this 
business.”  Depending on the scale of projects, Utang always engages his neighboring craftsmen 
in his projects, so that the craftsmen can try to create other products. 
In recent times, both Utang and Harry have become experts, as the reputation of 
Amygdala has grown since it won various competitions, and the media have consistently 
featured Utang’s workshop and the Amygdala Studio.  Consequently, the Selaawi district has 
also featured in media coverage.  Utang has undeniably become orang penting (an influential 
person) in the district.  He often receives governmental invitations as a craft trainer in various 
regions in Indonesia.  Recently, he became the chairman of the gapokjin (association of 
craftsmen in the village).  Due to these important positions, he often receives invitations to be a 
consultant for the development of the creative economy in Garut regency, in which the Selaawi 
district is a priority, to cultivate the tourism industry.  Utang has received wide recognition as a 
creative craftsman from the surrounding people.  Despite this fame, it was not straightforward for 
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Utang and Harry to engage other craftsmen in their project.  Regarding the multiple positions he 
has, Utang explained: 
As I often work with designers from the city and make unique products compared to the 
birdcage, people expect me to teach them how to do this.  And if new programs come to 
this village, they often ask me to organize. 
Every time he becomes an advisor to a program, he attempts to employ his experience of 
working with designers.  For instance, when he was a mentor of one training program for 
birdcage craftsmen, he encouraged the trainees to find new possibilities of the design through 
prototyping.  He also asked the craftsmen to think about future users, as one of the important 
aspects of developing new design. 
 
5.3 Designing in Amygdala Studio and Producing in Selaawi.   
One of the primary goals of Harry and Utang is to align the craft potency in Selaawi 
district with the wider market, so that local craftsmen can have an alternative income beside 
relying on birdcage making.  Therefore, Harry focuses on homeware and jewelry products, 
which have a large demand, especially in Bandung and Jakarta.  Recently, made-to-order (MTO) 
type projects have dominated his business, that is, he creates almost all the products specifically 
for a particular customer demand.  Furthermore, it is imperative to retain the hand-made process 
during the design phase to distinguish the work from mass-produced products and to add value.  
Elaborating his design with the imperfectness of craft products adds bargaining value to compete 
with mass-produced objects.  Furthermore, because of the flexibility and malleability of bamboo 
materials, Harry can explore a diverse range of new designs.  This is a crucial point of Harry’s 
design, that Utang can elaborate it with his craft ability. 
The production and designing process in this enterprise are informal, but Harry and 
Utang have clearly visible and divided roles.  Harry is responsible for the designing process, 
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such as market research and client approach strategy, sketching and creating 3D simulation, 
product distribution, and administrative work.  Meanwhile, Utang manages the production 
process, main materials provision, such as bamboo, and the working division in the workshop.  
Two clear distinction between them are that Harry does not have the ability to craft bamboo, 
while Utang does not have any particular skills in approaching new markets and designing.  They 
share two important steps, namely the brainstorming and prototyping process, to achieve a 
mutual understanding.43  This eminently reflects the collaborative process between the two, 
which fills the gap between Harry and Utang. 
Although they are geographically distanced and it would be very difficult to alter the 
production system for birdcages in this village, Harry does not intend to relocate Utang’s 
workshop closer to his studio in Bandung or to interfere in Utang’s workshop management.  He 
explained: 
                                               
43 Many studies have concentrated on the issue of prototyping within inclusive design.  For 
instance, scholars have examined prototyping as a relational process of multiple becomings by 
distinguishing between proximal and distal users to identify the definition of obesity (Wilkie, 
2014), prototyping as an ethnomethodological approach in the development of technological 
design and the reconfiguration of workplace practices (Suchman et al., 2002), or as a mutually 
transforming process among the actors.  These studies have addressed an important perspective 
that foregrounds user-centered design, in which the design and prototyping essentially propose a 
novelty with new capacities and competencies (Wilkie, 2014).  Despite the illuminating 
discussion on identifying the role of prototyping as a device in the assemblage of multiple 
interests, all these studies ultimately focus on user centering, which is not adequate to analyze 
the multiplicity of design objectives in this case study. 
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It is important to keep the craftsmen working in their original place, because I do not 
want to disrupt and change their daily life.  I am afraid their sense of craft will be harmed 
if they move to the city.44 
Therefore, to keep Utang and other craftsmen producing products comfortably, Harry 
occasionally visits the workshop in the village, discussing designs with Utang. 
In the designing process, Harry does not need to design from his studio.  As he travels a 
lot, he can just sketch and make a design in software whenever an idea springs to mind.  As his 
connection with Utang is long standing, he can simply send a 3D drawing (or sometimes photos 
of a rough sketch) to Utang through e-mail or Whatsapp.  Through the messenger application, he 
can follow up on the production process from afar.  If the design is complicated, then Harry will 
visit the workshop directly.  However, if it is a repeat order or a simple design, the 
communication will take place through messenger.  It was not easy to reach this stage, and Harry 
had to visit Utang’s workshop frequently until they could develop a common idea and working 
pattern. 
Compared with the craftworks in this village, which focus on birdcages, the work by 
Utang and Harry is unique and outstanding.  Moreover, the income for the craftsmen in the 
projects usually runs from 100,000 to 150,000 Rupiah per day, which is considerably higher than 
the birdcage or weaving labor wage of only 50,000 Rupiah (see Figure 12).  The higher income 
Harry and Utang offer is due to the various market lines that they strive to penetrate, as well as 
the shorter production chain than the birdcage production system.  However, as they mainly 
produce their products for customized orders, the designer and craftsmen are always 
experimenting with new forms and production methods, which makes it far more difficult than 
woven product making or birdcage making, which have constant production processes.  In this 
                                               
44 Interview with Harry in October 2017 
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regard, Utang explained that “Although the fee offered is alluring, the craftsmen reluctantly join 
our projects, because it always requires them to think and experiment with new forms and 
materials.  It takes more time, and they are afraid to fail.”  Indeed, some craftsmen confessed that 
making the birdcage does not require them to think, and that they easily get the money once they 
complete the products. 
 
Figure 12. A comparison of daily wages and the difficulty of making each product (source: 
Author). 
This condition is one of the obstacles of which Harry and Utang are always aware.  They need to 
make designs that are suitable for the usual production system by gradually changing the existing 
form and function of the products.  For instance, they changed the design of a birdcage slightly, 
and they turned it into an interior lamp. 
Considering this situation, Harry and Utang always discuss creating new products and 
finding new forms of product that should be compatible with the common production processes 
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and the material resources that local craftsmen always have.  This is how they attempt to make 
alternative products, without radically transforming the design in ways that affect the production 
system in the village. 
As I mentioned in the previous section, the production chain for birdcages in this village 
is well organized, depending on the season and the birdcage type.  This sometimes becomes a 
problem when new orders do not match the capabilities and the material resources in the village.  
For instance, during the season of peak demand for ruji, which needs 3 mm components, designs 
that come to Utang’s workshop often need other sizes, which he cannot produce because of the 
unavailability of resources.  In the rainy season, the bamboo materials are wet, and they are not 
suitable for production.  Another challenging factor, electricity availability, also impedes the 
production process, because blackouts happen regularly, at least three to four times every month.  
Utang often warns the designers to think about these problems during the development of new 
designs. 
Although Utang asserted that he can basically produce each component of a new design, 
as the projects from Harry often come in bulk orders, producing each part takes time, and it may 
not fit within the time limit for each project.  Therefore, in the brainstorming process, Utang 
frequently raises technical concerns, such as material availability and production capacity, that 
may affect ongoing projects.  For Harry, it is imperative to consider this information when 
creating a new design, so it reflects what is available and what can be done in accordance with 
the capacity of Utang and his village.  Moreover, for Harry, acknowledging the local cultural 
resource of craft is an important aspect of the storytelling behind the new products, besides 
keeping the quality of products high. 
The longstanding chain of production in birdcage making has been resistant to radical 
change, so it is not an easy task for Harry and Utang to engage many craftsmen in this village.  
As large numbers of craftsmen have already specialized in one step of process and acquired 
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constant income, they find the projects Utang and Harry offer less interesting, as these projects 
require them to experiment with the new designs that Harry always brings.  Regarding this 
condition, Utang often struggles to engage new craftsmen as partners.  He had an experience of 
failing to complete an order for more than a hundred lamps, as the new craftsmen he hired at the 
time could not achieve the set target to produce the components of the product.  Such traumatic 
events have forced Utang to be more selective when involving surrounding craftsmen, which 
often conflicts with the main objective of Amygdala studio, improving job creation.  On the 
other hand, the materials and components available in the village also act as constraints. 
One day, I had a chance to follow Harry to meet with his clients, who were constructing a 
resort in Bali.  During this process, the client took us to roam around the building and showed us 
a site plan drawing to explain in detail the planning of this resort.  The client freely let Harry 
design the product based on the design character of Amygdala, which basically uses bamboo.  
Most of the products the client ordered from Harry were lighting products.  During the 
brainstorming process with the client, Harry showed his portfolio of lighting design for cafés and 
retail shops as a reference for his client to imagine the product design for the interior of this 
hotel.  Ruji (the spoke of the birdcage) is often the main component that Harry uses to cultivate 
his design.  He also explains to the client that he collaborates with the birdcage craftsmen in 
Garut; thus, it is necessary to him to adjust the design to match the skills of the craftsmen.  
Although the client asked Harry to explore the design freely, there were, of course, constraining 
and limiting factors, including the planning of the resort itself.  He needed to consider the 
dimensions of the interior as well as other decorative elements that would be part of the resort.  
In this situation, Harry stated: “The lobby of the hotel is huge, I will have to create a big lamp, 
which the Utang workshop has never produced.”  This is an example of how Harry should must 
balance the client’s demand and Utang’s capability.  As the dimensions of the lamp might exceed 
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the material availability and the production process might require large numbers of crafters given 
the limited time, he needed to find another strategy to produce this product. 
After returning from the meeting with his clients, he started sketching and designing the 
lamp whenever he had free time, and as soon as possible, he passed it through the messenger 
application to Utang to ask his advice.  Before going into the detailed design, he sent a chat to 
Utang with a drawing depicting the general form of the lamp (see Figure 13): “Utang, is it 
possible to you to make this design?”  After Utang agreed to try to create the prototype of the 
lamp, Harry proceeded to detail the design of the lamp, adding a few ruji parts to allow the light 
to permeate through.  The client from Bali ordered five different lamp designs for completion in 
a relatively short time, and Harry and Utang were forced to find a quick solution to produce the 
products within a limited time. 
 
Figure 13. An order for a new project from Harry to Utang (source: Author). 
Another day when I was in Utang’s workshop, the production of the lamp was about to 
start.  Seriously looking at the screen of his smartphone, Utang and his friend, Atep, were 
seriously discussing and analyzing the drawing of the lamp (see Figure 14).  This time, they 
wanted to make a component they needed to produce a prototype of the lamp.  After heatedly 
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debating the drawing, which was apparently quite small, as they repeatedly referred to the 
smartphone screen, they started to draw a rough sketch on paper to create a technical drawing of 
each component.  They admitted that translating the design is another arduous part.  It required a 
considerable time to do this.  After over 6 hours, they attempted to create a component after 
many failures.  Atep took a break for a while for lunch.  Interestingly, Atep did not get back until 
the end of the day, and consequently the day’s tasks ended without completing a prototype.  In 
the morning of the following day, Utang and Atep met again to continue the production of the 
prototype.  As they found problems with some parts, Utang consulted directly with Harry 
through Whatsapp, and after acquiring comments from Harry, Utang proceeded to develop the 
prototype by starting to involve other craftsmen working in his workshop (see Figure 15). 
 
Figure 14. The prototyping process in the workshop (source: Author). 
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Figure 15. The production process involving surrounding craftsmen (source: Author). 
Firman, a junior designer in Amygdala, has also visited the workshop of Utang to bring 
an upcoming new project for the exhibition in Chiang Mai, Thailand in December 2017.  This 
time, they had to create a sling bag, with bamboo spokes covering half of the bag, which also 
functions as a base for a laptop.  Firman brought the project in October, which gave him time to 
experiment and to find alternative designs (see Figure 16). He visited the workshop less than five 
times, and the rest of discussion took place on Whatsapp, which is what Harry usually does. 
 
Figure 16. Smoothening the arc of the bag cover (source: Author). 
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For instance, every time Firman asked about progress, Utang sent pictures to explain and show 
the details of the products; thus, Firman could see how it was progressing.  For instance, when 
looking for an arc in a corner of the product, Firman texted Utang: “Utang, can you show me the 
size of the arc?”  Right after receiving the picture, Firman found something that did not satisfy 
him, and subsequently he requested Utang to smoothen the arch. 
Even though regular new orders come to the Utang’s workshop from the designer, it is a 
challenge and problem for him to complete projects.  For instance, inconsistent designs force the 
craftsmen repeatedly to adjust and adapt to the new designs.  If the new designs lead to orders, 
Utang must conduct experiments to find a production process.  He must prepare a scenario of 
production flow, and he needs to count the number of craftsmen who may be involved.  
Importantly, he and his friend need to create a prototype and its production methods to plan and 
calculate the time and cost necessary for the production. 
In sum, as Harry and Utang’s case shows, the balance between achieving social needs 
and market needs requires flexibility, as Harry did not authoritatively order the projects from 
Utang.  The long chain of birdcage production was a persistent tradition that could hamper the 
innovations Amygdala brought.  However, as large numbers of crafters specialized in particular 
components of birdcages, it was in a way an advantage for them to work efficiently if the 
designers could adjust the design and adapt it to fit the material availability and the production 
system in this village. 
The uptake of new communication tools, such as chat messenger and e-mail, have 
shortened the distance between them, allowing more frequent and more informal communication 
between them.  They could easily overcome the obstacles and problems they found during the 
production process, as such communication tools facilitated the communication between the 
designer and the crafters. 
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5.4 Aljir Fine Craft, Designing Craft in Bali 
Jimbo and Lulut are a married couple, both of whom have are product designers for 
traditional craft products in Bali.  Having graduated from the same prestigious design school as 
Harry in Bandung, they subsequently moved to Bali island to continue working as design 
consultants.  Though they were initially working in different design studios, finally they resigned 
from their design offices to develop their side job of creating wooden cutlery sets, which became 
their primary enterprise from 2014.  They admitted that this business started from their affection 
for wood materials, and that they did not expect to make a business out of their hobby.  Labelled 
as Aljir, this studio primarily highlights and promotes the authenticity and honesty of the 
materials of craft products.  Regarding this, they asserted: 
Every wood material has a unique pattern on its surface.  If we color the materials, it 
means we foreclose their distinctive value.  Thus, we are promoting the nature of 
materials, and through design power, we can valorize their traditional craft value. 
Their experience of working in design studios significantly helped them to build their 
enterprise.  Lulut primarily had an important role, because in her former job, she surveyed the 
numbers of craftsmen across Bali island to produce interior goods for her office.  More than two 
years’ experience of surveying numbers of craftsmen gave her valuable knowledge to start her 
business with her husband, Jimbo (Figure 17). 
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Figure 17. Jimbo and Lulut, founders of Aljir Fine Craft (source: Author). 
Although their business is still in the early stage, Aljir’s focus on making well-crafted 
cutlery sets has received wide recognition, the cutlery set is one of the best products from 
Bandung city, and it has a listing in the catalogue “Unseen: Top 20 Bandung Creative Products.”  
In the year after the establishment of their studio, they received an invitation from the Indonesian 
Design Group to a special exhibition in the International Furniture Fair 2015, Singapore.  In an 
interview with a prominent design magazine, Aljir admitted that joining in the international 
exhibition would not only promote their products on the global scale, but also introduce the 
Indonesian design industry in general to the world.  In October 2017, CNN Indonesia—a 
prominent mass media outlet—interviewed them for the program Bisnis Anak Muda (Business of 
Youngsters), a 30-minute program focusing primarily on discussing successful young 
entrepreneurs.45 
                                               
45 Bisnis Anak Muda-Mujur Berbisnis Perkakas Kayu (Business of Young People – Lucky in 
doing Business of Wooden Utensils). Accessed on August 19, 2018 from 
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In their enterprise, they do not explicitly have a mission to have a social impact on the 
craftsmen across the island.  However, they have a more important mission: to cultivate local 
traditional crafts in Bali.  Many regarded craft products as obsolete and old.  In recent years, the 
number of designers who have attempted to cultivate craft products by injecting the modern 
design touch, so that the craft products can compete with mass-produced objects, has been 
increasing.  Another problem they attempt to solve is the common perception of people in 
Indonesia that craftsmen are lower status  people.  They see this as strange, because only 
craftsmen have the necessary skills to create craft products. 
Bali is widely known as a place of highly skillful crafters, who have inherited their skills 
from earlier generations.  On this potency, Jimbo stated: 
Craftsmen are scattered everywhere across the island.  Stones, wood, bamboo, etc., are 
among the materials that they have been cultivating for a long time.  Why don’t we 
cultivate this potency?  With a touch of design, we might create more sophisticated 
products.”46 
As successful designers, they have received several invitations to governmental 
institutions, such as BEKRAF, to give lectures on branding for craft products, for example, to 
teach branding strategy to various craftsmen in Yogyakarta.  Another invitation came from the 
Graphic Design Association to provide a lecture on branding strategy for the craft industry. 
Despite the high quality of craft products that Bali’s craftsmen create, Jimbo evaluated 
that most of them lack understanding of the importance of design and branding strategy, 
especially when competing on a global scale.  They mostly specialize in one skill, and in the 
                                               
https://www.youtube.com/watch?v=eVZKyQbfhlw&list=PLmriyx1tVZAwfT2GBPQqaZ1b5x6d
EB6g8&index=17 
46 Interview with Jimbo on February 2017. 
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current situation in Indonesia, they receive low payments for their labor.  Therefore, as a 
designer, he and his wife want to improve the craft industry in Indonesia with a touch of design 
strategy.  To realize this mission, one of their strategies is to connect the local traditional craft to 
the wider market domestically and globally.  In fact, traditional craftspeople usually have a stable 
market, and redesigning traditional crafts by employing new forms of product may expand their 
market range. 
Besides, to create well-designed craft products, they also aim to share knowledge with 
the craftsmen, especially how to read current market demands, which craftsmen mostly lack the 
skills to understand.  This is what they call knowledge transfer to the craftsmen.  Jimbo also 
admitted that without craftsmen, they could not make the craft product, as doing so requires an 
intense training and apprenticeship in a craft workshop.  Jimbo in this case wants to have 
partnerships with craftsmen to create new designs; thus, it is important first to understand what 
they already have, and subsequently, they can start designing. 
Almost 80% of the products they produce sell to the domestic market, mainly in Jakarta 
and Bali, including high-class hotels and restaurants.  They rarely do promotions on mass media; 
instead, they utilize other ways to promote, such as through social media, websites, and 
importantly through word of mouth from clients, who are mostly head chefs in various 
restaurants.  Another promotion method is to attend international expos abroad, such Maison & 
Objet in Singapore or Paris, as well as doing special interviews on media specializing on design 
topics, such as architecture and interior magazines.  As their products mostly relate to food 
materials, such as cutlery sets and kitchen utensils, their main targets are the people in the 
kitchen.  Like Amygdala, their projects are mostly made to order, and they can handle at least 
five large projects in a month.  They try to avoid subcontracting if they are overload, and either 
they will reject or negotiate the completion deadline for the project with the client.  Jimbo 
explained: “We didn’t expect to have a high profit.  We are just doing this with the normal flow 
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and keeping the high quality of the craft product.”  What is important for them in this business is 
to produce well-designed craft products, improving the old and obsolete image of traditional 
crafts, and to promote wide recognition of this in the domestic and global market. 
 
5.4.1 Aljir on rebranding traditional craft products 
The workload of the small studio of Aljir run by Jimbo and Lulut has been quite busy.  
Notably, in recent years, they have produced mostly made-to-order products strictly confined and 
constrained by the deadlines as well as the demands and needs of the clients.  These days, 80% 
of the projects in the studio are client orders, and the rest of the work is retail products based on 
self-initiative.  Aljir can be much more independent in designing the retail products, as client 
demands do not confine it.  This becomes an experimenting process to try new materials or to 
mix materials largely initiated by their own ideas.  Despite the difference between client-based 
and retail-based projects, for Aljir, both projects have an important role to enhance knowledge.  
For instance, learning ongoing trends when they have projects with clients can inspire them to 
experiment with new retail products.  In turn, if they create a successful, new, retail-based 
product, it will be a good portfolio for them when they approach new clients.  In other words, 
both projects complement each other and enable Aljir to grow. 
One day, Jimbo and Lulut had a meeting with a client in a resort in Seminyak, Bali.  This 
time, they had a request to supply kitchen utensils, such as wooden spoons, cutting boards, and 
some interior decoration.  During the meeting, the manager of the restaurant explained to Jimbo 
and Lulut about its needs; this time, some utensils for the kitchen.  Although the client gave 
detailed requirements for the place settings, which might have limited Jimbo when designing the 
products, the client already knew Aljir, so the client let Jimbo adjust the design of the utensils.  
Mostly the client specified the place settings, while Aljir usually suggested the form of the 
design and the materials. 
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Jimbo admitted that this kind of active interaction with clients became a learning process 
for Aljir, especially learning about the trends, common taste, and needs of the market.  
Sometimes, he can experiment with new materials other than wood, such as copper or aluminum, 
after clients request it.  He further explained: 
We first listen to the client’s needs.  Although we do most of the design and production 
process, the suggestions of function and style from clients are also important, because in 
the end, they will be the end users of the products. 
Although some problems occurred in their projects with clients, such as how clients persisted 
with one model of product and did not accept suggestions from Jimbo, they would not confront 
clients directly, and they tried to create a prototype of what clients requested.  This is a way of 
being open and receiving as many ideas as they could, even from clients.  Usually after 
completing the product, if Jimbo can prove his previous suggestion, the client will apparently 
follow his suggestion, although, it might take longer than the schedule, as they need to create a 
prototype as a demonstration.  This is an important part of prototyping, not only to facilitate the 
negotiation and collision of ideas, but also to prove one’s ideas to clients. 
In the process of designing, Jimbo rarely sees other designs in magazines, websites, or 
online platforms specializing in collecting design references, such as Pinterest.  He has largely 
found inspiration from local craft workshops in Bali.  He further explained: 
In our design process, we prioritize the function, size, and aesthetic of the products.  We 
do not rely on trending designs depicted in the mainstream media.  Instead, the local craft 
culture of Bali, such as the skills of craftsmen and fine wood materials inspires us in the 
designing process.  Moreover, projects from clients have also taught us about ongoing 
trends and needs.  This is a very important resource of knowledge. 
They try to explain the condition of craft workshop to clients as far as possible, so that clients 
understand the production process.  This is an important step for clients not only to respect the 
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design process that Aljir and the craft workshops have, but also to share knowledge of local craft 
culture with the clients.  In turn, Aljir also shares the needs of clients with craftsmen at the outset 
of the projects; thus, craftsmen also understand for whom they are producing products.  This is a 
strategy of Aljir to share market knowledge with craftsmen subtly and gradually, so that they can 
be more motivated to produce fine and well-crafted products. 
To produce a product, Aljir divides the designing process into three stages.  First, 
listening the needs of clients.  In this phase, the clients usually state what kind of color and mood 
they need, as well as the function of the products.  Second, Jimbo and Lulut will start designing, 
sketching manually, and they will try to move on to computer graphic design.  At the same time, 
they are working with craftsmen to find out whether they can produce the product or not.  Finally 
prototyping, which is a crucial step to meet the needs of clients, and to incorporate ideas from 
designers and craftsmen. 
Having worked with various craft workshops across the island, there is a clear role 
division between the Aljir and the craft workshops.  Although they do not have particular skills 
in craftsmanship, they have spent a long time learning the characteristics of craft in Bali.  It is an 
important step to learn and understand the production flow of craftsmen and the materials they 
normally use.  The first step in assigning a project to the craftsmen is to ask whether the 
craftsmen can produce their design.  In this step, the discussion on the design process starts. 
To order a new project for a client, Jimbo met Made, a craftsman who specializes in 
making wooden cutlery products, especially bowls and spoons.  They have been working for 
several years, and so it is common for them to communicate informally and intimately.  Usually 
in the meeting, they talk about personal matters, and they have small talk before they start 
discussing the project. 
This kind of discussion, ranges from personal matters to philosophy of life and local 
culture.  As Jimbo and Lulut are not native Bali citizens, this session is an important part of 
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learning the culture of Bali in general, and in particular, they can learn about the workflow of 
craft workshops.  For instance, they must work around the frequent traditional ceremonies and 
religious events of the local people, in which the Balinese largely take the day off; thus, the 
production process comes to a halt.  They respect this situation, because it is a part of Balinese 
culture, which directly impacts the preservation of the long tradition of craft culture.  When I 
asked how they manage the production process and projects from clients, Jimbo explained: 
The religious rituals often happen unexpectedly.  Thus, the craft workshops take days off 
and stop the production process.  This is burdensome for the projects.  I must respect this 
situation, and from the beginning, I explain this situation to the clients.  You need to 
tinker and manage this problem. 
Tinkering with the production flow means managing the design so that craftsmen can easily 
produce it.  In other words, they need to know in depth what craftsmen can do, and what they 
have in their workshops. 
Interestingly, although Aljir often brings a technical drawing, the usual form of 
communication with the craftsman is informal talks and sketching the product on site (see Figure 
18).  The 3D and technical drawing are mostly useful for approaching clients.  Jimbo explained 
to me that 
Sometimes the craftsmen feel challenged when trying to understand the complicated 
technical drawing, so it is much easier to communicate with them by using a simple 
sketch, or by discussing it with them while sketching it in front of them. 
This is the way Aljir does intense discussion on the design project.  Craftsmen often make 
suggestions, such as substituting a particular type of wood that might be more suitable for 
products.  As the wood is not always in stock, this can be a challenge for Aljir to design. 
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Figure 18. Sketch for a craftsman (source: Author). 
As the craftsmen mostly specialize in particular skills and materials, Aljir needs to spread 
the design to other craftsmen.  It often mixes various materials in a design adjusted for the needs 
of the clients, attempting to create new synthesis.  They also need to find out which craftsmen 
are capable of producing their design.  Combining several materials is an important innovation in 
which they believe, for instance, mixing wooden and metal materials in one product.  Aljir also 
often produces parts of its product in several craft workshops, and it assembles them in its own 
workshop.  Using new technology, such as a laser cut technique to create a logo on the surface of 
the craft products, is also a part of a strategy to rejuvenate the looks of craft products. 
Another strategy to produce a new form of craft products is to challenge the craftsmen to 
create another form and function for a craft product.  For instance, when Aljir produced coppered 
utensils, such as fork, spoon and knife, it did not produce them in the kitchen utensils workshop.  
Instead, it found craftsmen who usually produce door handles, and it asked them whether they 
could produce the design of utensils (see Figure 19).  Besides creating new sources of well-
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crafted products, this can avoid the piracy of design that has been increasing recently in various 
workshops in Bali. 
 
Figure 19. New collection for 2018 (source: Aljir Fine Craft). 
Jimbo explained further: 
Another problem that burdens designers in Indonesia is piracy of design, which is really 
hard to avoid.  Therefore, we try to overcome the problem by producing the product in a 
craft workshop that produces a product that has a different function than our design. 
Further, if the craftsmen succeed in the experiment and they accept the request from Jimbo, then 
they start producing the new design.  They do not have a formal agreement, but craftsmen 
usually will not produce the same product with the same function for other clients.  For instance, 
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in a wooden door workshop, the craftsmen will not produce a wooden kitchen utensil except for 
Aljir.  This is a way for Aljir to reduce piracy. 
In sum, an important strategy for Aljir to produce a new design with the craftsmen in Bali 
is to avoid making a design that comes only from the designer.  In challenging the craftsmen to 
experiment with new designs, Aljir also avoids a confrontational and authoritarian approach.  
Jimbo and Lulut regard challenging factors in the production process, such as unpredicted days 
off for traditional ceremonies, as a supporting factor to preserve the craft culture in Bali.  In 
response to this situation, they manage the production flow according to the schedule of the 
craftsmen, while at the same time they adjust the design form to make it suitable for the 
capability and capacity of craftsmen.  For instance, they produce parts of their products in 
various craft workshops, and they assemble them manually in their own studio.  One problem 
that has recently emerged is piracy of design in various craft workshops.  As law enforcement in 
the design sector, especially in patents of design, is rather weak in Indonesia, Aljir does not rely 
on the patent system.  Instead, it depends on the trust it builds with the craftsmen throughout the 
intimate relationships it has with them.  Moreover, Aljir also tries to challenge craftsmen to 
produce products that they have never produced.  If the craftsmen succeed with experiments, 
Aljir asks them to produce only the new type of product exclusively for it. 
 
5.5 Summary: The Resourceful Strategies and the Enduring Tradition 
The issues of design intervention in the communities have evoked various discussions on 
how to make the design process inclusive for the public.  Participatory design and the 
codesigning process are among the highlighted methodologies to make design more democratic 
and open for the public to participate actively in the designing process (Binder et al., 2015).  In 
this section, I shed light on the factors that trigger the designers and craftsmen to collaborate, the 
kind of problems they address from the outset, and the kinds of obstacle they encounter during 
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the collaborative process.  Subsequently, I explore the strategies of the designers and craftsmen 
in proposing solutions for the problems, and I look in detail the constraining factors that hinder 
and impede outcomes. 
In contrast to the design process in the previous chapter, which had a highly top-down 
approach, in this chapter, I explored projects that designers and craftsmen initiated.  The cases in 
this chapter represent a long partnership between designers and craftsmen in redesigning 
traditional craft products by aligning them with the needs of the varied markets domestically and 
internationally.  Despite their different aims and objectives, both cases are similar, that is, they 
transform and redesign traditional craft products in response to certain adverse situations.  
However, there are enduring traditions in the craft village that might hinder or allow the 
designing process.  Then, what kind of constraints have limited the design process?  How can the 
designers and craftsmen bring a democratic approach to the designing and production process?  
In this section, I highlight the reevaluation process for certain elements in the craft product 
making and the resourceful strategies that emerged through the collaborative work of designers 
and craftsmen in overcoming the obstacle. 
 
5.5.1 The reappraisal process.   
The collaborative work of both designers and craftsmen in this chapter addressed 
different aims in their enterprise.  For instance, Harry and Utang, throughout their work in the 
birdcage village, aimed to bring alternative choices for the craftsmen in the village by providing 
alternative bamboo product designs as a backup for the decreasing demands for birdcages.  On 
the other side, Aljir Studio has been working with local craftsmen in Bali to cultivate new 
designs of traditional craft products as an alternative to the prevalence of homogenous, mass-
produced products.  Aljir started an exploration of craft products inspired by a popular neglect of 
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traditional craft works, which they regard as obsolete and old objects compared to modern 
products. 
Despite these different aims, which are major objectives of their enterprise, both 
commenced their design objectives due to an evaluation of a specific unfavorable condition; 
Amygdala addressed the prolonged poverty in Selaawi Village caused by the decreasing demand 
for bamboo craft products; meanwhile, Aljir criticized the negative perception of people toward 
the potency of traditional craft products.  Thus, from the outset, they had similar intentions to 
evaluate the negative condition in the craft realm, and thus, they regarded their design 
interventions as necessary to rebuild the craft products to counter the decreasing demand. 
 
5.5.2 Resourceful efforts: Employing multiple strategies.   
The projects of Amygdala and Aljir are largely customized, in that they mostly design 
products based on specific demands of clients.  This impacts the designing and production 
process between the designers and craftsmen, in which new experiments should take place every 
time new projects come.  This extends the idea from Janzen and Weinsen (2014) that social 
designers should ideally be able to identify suitable project-specific practices that might involve 
multiple methods.  Existing research on the participatory design or codesigning process often 
focuses solely on one-time projects, despite iterative processes being more flexible and less 
constrained.  In the case of Amygdala and Aljir, however, the partnership between the designers 
and craftsmen has persisted for a long time, and thus the strategies to build products do not rely 
on a single type of design process.  This is due to the material availability in the craft villages, as 
well as the different nature of demands from clients, including the quantity of products and the 
customized designs. 
There are multiple factors that Amygdala and Aljir need to overcome to transform 
traditional craft products.  First, the flexibility in shifting the design outcome.  The obsolete and 
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old image of craft products has caused a decline in interest in traditional craft products among 
the people, which has become a primary concern for both designers and craftsmen.  Responding 
to that, they strive to penetrate various market sectors to avoid the overreliance of craft products 
on a single market, and they always keep updated with the ongoing trends in the market.  
Consequently, their products should be suitable for the specific needs and demands of the target 
markets.  The flexibility to shift the design outcome is the way for both designers and craftsmen 
to keep producing new forms of craft product in the village, which is in line with the idea of a 
rebranding strategy as “a way to generate a new niche” (Fukushima, 2016, p. 173).  Both 
designers and craftsmen reflect two objectives in their work from the outset.  The first is the 
intention to create a product that large numbers of craftsmen can produce, and that is not too 
challenging for them to produce.  Considering this objective, both designers and craftsmen are 
not able to create completely new forms of design, as they will not be compatible with the 
production systems of the craft villages, or with the material availability in the village.  
Consequently, designers and craftsmen should strike a balance between achieving the demands 
of the client and adjusting designs to match the production capacity in the craft villages. 
The second priority is to produce products for customized orders.  This condition applies 
in both cases, as almost all the projects are customized, made specifically for specific clients.  
One strategy, for instance, is to concentrate on serving customized orders instead of retail 
products, as the designers can negotiate directly with the clients.  Another example is to utilize 
the available resources in the craft villages, such as the components or traditional skills the 
craftsmen have.  However, this may result in instability, as craftsmen always rely on 
experimentation every time new types of orders come.  This production methodology implies the 
ability of the craftsmen and designers to adapt to new situations through constant reconstruction 
and development, finding new forms and functions for craft products.  Moreover, the two cases 
reflect the strong willingness to experiment with new designs that deviate from the usual 
107 
production process.  Utang, who used to make birdcages, is a good example of this.  However, 
after meeting with Harry, they always attempted to find new functions and forms of products, 
such as household products, fashion goods, or interior elements.  In a similar vein, Aljir also 
frequently challenges craftsmen in Bali to experiment with new designs.  For instance, Aljir 
created copper cutlery sets with craftsmen who usually make door handles.  Although this does 
not guarantee success in manufacturing products, the experimentation of designers and craftsmen 
reflects the iterative process of codesigning (Sanders & Stappers, 2008). 
Second, the optimization of sociotechnical resources.  One of the advantages of having a 
geographical distance between the designers in the city and the craftsmen in the rural area is the 
distinct resources available in each area.  This combines not only the skills and abilities of the 
designers and craftsmen, but also the technical and material resources, such as the laser-cut 
machines, 3D printing, and CAD software available in the city, with the natural materials, such 
as bamboo, wood, and specific hand tools available in the craft villages, which are also important 
elements in building new products.  For instance, in Aljir’s case, after the craftsmen have 
completed the products in their workshops, Jimbo goes to laser-cut workshops in other places to 
carve the client’s logo into each product.  The Amygdala case also reflects this, as Harry 
attempted to combine the bamboo parts Utang made with a ceramic cup from Bandung.  This is 
in line with the asset-based approach to the design process (McKnight & Kretzman, 1993; 
Thorpe & Gamman, 2011), adjusting to the strengths within a community.  In addition to the 
asset-based design process, the cases in this chapter show the importance of mixing and 
matching to optimize various assets, not only relying on the craft villages, but also optimizing 
the resources in the cities where the designers live.  Thus, all the products use mixed materials.  
Furthermore, even though the geographical distance might hinder communication, 
communication technologies, such as messenger applications and e-mails, have underpinned the 
designing and production process.  For instance, when Harry finished meeting with the client in 
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Bali, after sketching some ideas, he sent them directly to Utang in Selaawi village, and this 
allowed Utang to experiment on the prototype quickly. 
Third, the multiple institutional positions of designers and craftsmen.  In this case study, 
the designers and craftsmen have been partners for a long time, resulting in the development of 
their portfolio as the accumulation of their achievements.  This portfolio impacts their image, as 
both designers and craftsmen receive acknowledgement as experts.  For instance, with his 
attainments in achieving competitions and his excellent work, Harry has been a trainer or a guest 
speaker in projects organized by governmental or private institutions.  Through this position, he 
can spread his work and design philosophy to the wider public.  In a similar way, Aljir has also 
been involved in international exhibitions and spoken at various design training sessions, 
positioning itself as a design and craft expert.  Moreover, as design ideas originate from 
designers, they frequently have multiple identities and multiple social roles (Murphy, 2015).  At 
the same time, however, as the projects in this case study have been collaborative, Utang as a 
craftsman has also become a prominent crafter in his social world, giving him an important 
position in various institutions in the region.  The achievement such people gain becomes a 
portfolio that positions them to spread their work and share their design ideology about the 
entanglement of design and craft widely.  It indirectly promotes and rebrands the traditional 
image of craft, as craftsmen apply new designs to craft products. 
 
5.5.3 The role of enduring tradition.   
Despite the attempts of the designers and the craftsmen in this chapter to bring change to 
traditional craft products, not all actors here have been able to escape from enduring tradition.  
This understanding has largely  developed from Hommels’s (2005) idea of persistent elements, 
which explains how the idea of cultural aspects of persistent traditions not only affects the long-
term process, the design characteristics, and the collective shared value, but it also influences 
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interactions and choices by the actors at the local level.  For instance, in the storytelling of 
Amygdala’s products, there is an emphasis on a strong design approach to explain its design 
outcomes and how it grounds its work in the ability and available resources in the craft 
workshop.  Its designs use elements of the birdcage, such as ruji or bending techniques.  
Similarly, Aljir also emphasized that the surrounding environments and the craftworks in Bali 
strongly inspired it to start designing.  This condition might hinder the designers from carrying 
out radical innovations in design, as both designers mindfully acknowledge the craft elements.   
However, the tradition of craft can be a resource for both designers and craftsmen in this 
research, by turning it into a cultural icon for their products, which contrast with mass-produced 
products.  For instance, Aljir has turned the traditional elements of craft products into value for 
its branding sources, and Aljir emphasizes this both in its story telling and in the branding of its 
new products.  In sum, enduring traditions have two roles: the craft tradition is not merely a 
shared understanding between designers and craftsmen that hinders the innovation and 
transformation of the new design of craft products, but instead, the elements of craft are useful as 




Chapter 6. Resilience Capacity of the Craft and Design Practice 
I would like to return to the main purpose of this dissertation, that is, to examine how the 
practice of craft and design in Indonesia can rebound from a dire situation that left many 
regarding it as an old and obsolete practice.  Historically, craft and design practice were highly 
integrated during the establishment of the design school in the 1970s.  However, during the 
Suharto period, the design and craft practices gradually separated, due to rapid industrialization, 
as well as the large contribution of industrial designers in the manufacturing industries.  At the 
same time, social and economic problems lingered in craft villages across Indonesia due to the 
prevalence of industrialized products and the old and obsolete image of traditional craft products.  
Few design and craft activists concerned about the development of craft and design products 
consistently worked on craft and design practice.  In the post-Suharto period, the proponents of 
design and craft practice, both designers and craftsmen, attempted to redevelop traditional crafts 
for various purposes.  Recently, one of the primary agendas has been to employ design 
methodology to bring social innovation, through which not only do the designers and craftsmen 
attempt to redevelop the interrelated disciplines of design and craft after decades of neglect, but 
also to expand the objectives of craft and design practice, such as to improve of the social and 
economic conditions of craft communities, or to redevelop traditional craft products. 
Looking for the ups and downs of the craft and design practice throughout this period in 
Indonesia, the main questions of this dissertation are how has the practice of design and craft 
reemerged after its earlier neglect as an obsolete practice in Indonesia?  How has the practice of 
craft and design dynamically redeveloped to be a core value throughout the period?  Given their 
different educational and cultural backgrounds, how can designers and craftsmen, and other 
actors, such as governmental institutions, and design academics negotiate their different ways of 
thinking during the designing process?  What kinds of strategies have they employed to 
transform traditional craft products?  How does design intervention stabilize the tension between 
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the need to innovate and the need to tolerate persisting traditions in the craft village that are hard 
to change? 
In this dissertation, I have explored various cases that employed participatory design 
approach to redevelop traditional craft products and looked at the activities of actors from 
various institutional backgrounds surrounding the practice of craft and design.  I have traced the 
historical trajectory of craft and design practice in Indonesia, and I have conducted ethnographic 
research on three main projects, namely the IDDC program and two other case studies of 
designers and craftsmen in various places in Indonesia who have attempted to transform and 
modernize traditional craft products in response to the declining demands for traditional craft 
products and to impact the economic and social crisis in various craft villages in Indonesia 
positively. 
In this research, I have critically engaged the dynamic interactivity between the micro 
scale of activities and the macro-sociological circumstances, because in fact, the activities of 
craft and design practice undergo strong influence from the surrounding political and 
institutional environment, as well as the social and cultural systems of society, which no one can 
avoid or neglect.  Therefore, the rebounding process of the craft and design practice in this 
research has resulted from this condition.  I adopted two concepts from the field of STS, namely 
the resilience and obduracy of the sociotechnical system, to look at the balance and performance 
of the social and technical system, and to examine how surrounding actors contest, reevaluate, 
and redevelop the practice of craft and design over time.  The advantage of discussing the 
resilience in the sociotechnical system is that it leads to analysis of the multilayered structure and 
the many factors that influence the rebounding process of a craft and design practice.  By 
attending to the dynamic interactivity between transformation and the obstacle of the socio-
technical system, we can also critically examine how designers and craftsmen, as well as other 
actors involved in the projects, can overcome obstacles through a participatory design approach. 
112 
These theoretical frameworks provide a fertile ground for the discourse and methodology 
of design studies to look at the wider institutional influence, enabling us to examine the dynamic 
interactivity of the designing process at the micro scale and its capacity to affect and be affected 
by the macro scale of influence.  We can identify how some obstacles might hinder or allow the 
transformation process, and what kind of strategies the actors could adopt to overcome the 
impeding factors.  Based on the historical study of design and craft in Indonesia, and three case 
studies of design and craft projects, I first identify four elements that underpin the resilience of 
the craft and design practice. 
 
6.1 Identifying Four Elements Behind the Resilience of the Design and Craft Practice 
Throughout the case studies I have examined in this dissertation, I have identified four 
elements underpinning the resilience of design and craft practice in Indonesia by explaining the 
interactivity of the actors from various institutions in promoting and carrying out craft and 
design, and how they solve obstacles during the designing process at the craft workshops and in 
the design studios.  The four elements are (a) the institutional background and its dynamic 
interactivity, (b) the reconciliation of diverse frames, (c) resourceful strategies, and (d) the roles 
of enduring tradition (Table 1). 
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Table 1 
Four Elements Underpinning the Resilience of the Craft and Design Practice 
No Element Explanation 
1 The institutional 
background and its 
dynamic interactivity 
A certain level of institutional establishment as a base for 
craft and design practice to bounce back. 
The presence or absence of traditional craft communities, 
governmental institutions, the design school, and self-
initiative design activist groups over time maintains the core 
value of craft and design practice. 
2 The reconciliation of 
diverse frames 
The negotiation process for the contradictory ideas of actors, 
facilitated by sociotechnical tools. 
3 Resourceful strategies  1. The reappraisal process for a certain problem 
2. The flexibility in bringing the design process and shifting 
the design outcome: penetrating various markets (e.g., 
serving customized orders) 
3. The optimization of the sociotechnical resources of 
designers and craftsmen 
4 The roles of enduring 
tradition 
The enduring tradition challenges the activity, but it can 
become an opportunity (e.g., the production system in the 
craft village is hard to change radically, as it is an inherited 
tradition in the craft community, but it can become a resource 
for a branding strategy by incorporating it as a part of the 
storytelling of the product) 
As Table 1 shows, each element provides understanding of how the designers and 
craftsmen can carry out a gradual transformation and unavoidably incorporate the constraining 
factors into their design processes.  I explain each of the elements in detail in the following 
sections. 
 
6.1.1 The institutional background and its dynamic interactivity 
Echoing Huycbrechts et al.’s (2017) argument about the critics of the unified practice of 
participatory design, which has involved only micropolitical scale activities, I concur that the 
microscale focus of participatory design is likely to reduce the political importance of designing 
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activities.  It is imperative to engage in participatory design activities in metacultural frames, 
policy frames, and institutional action frames that enable and constrain the direction of the 
activities (Castell, 2016; Huycbrechts, 2017), as well as attending to the process of incremental 
and gradual change in the institution (Mahoney & Thelen, 2009) to understand holistically the 
process and outcome of the design process.  Many research accounts on the context of social 
design have failed to capture a larger picture of the effect of the design activities and failed to 
address the institutional complex in which the design interventions take place.  As the cases in 
this research have shown, all the craftspersons and designers actively involved themselves at 
various institutional levels in the legislation and policy process, such as maintaining the mutual 
partnership between designers, craftsmen, and staff from the governmental organization, 
engaging in the evaluation and assessment system, engaging in traditional cultural practices in 
the craft villages during the designing process, and so forth.  We must acknowledge both formal 
and informal procedures in the institutions, which enable and constrain the design process and its 
outcome under the influence of the dynamic interactions between varying institutions. 
Therefore, one of the most important aspects underpinning the resilience capacity of craft 
and design practice is the role of the institutional establishment, such as higher education 
departments, discipline, or a form of society as a base to support the rootedness of the activities 
to bounce back from a catastrophe (Fukushima, 2016).  Another aspect is the dynamic interaction 
between the actors from various institutions who actively contest, reformulate, and redevelop the 
value of the craft and design practice.  This is also in line with the discourse on sociotechnical 
resilience with its underpinning by the double performance of the social and technical system, 
the complex institutional arrangements, and the contestation between and cooperation amongst 
the different institutions with their different goals, power, and expertise (Amir, 2018; Finn, 
2018).  In this regard, both aspects explain how the iterative and flexible way in which the 
participatory design proceeds cannot avoid the larger institutional influence. 
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Throughout the historical trajectory we studied in Chapter 3, the craft and design practice 
was collaborative during the initial establishment of the design department in the 1970s, 
especially by design academics and the craftsmen in the villages (see Figure 20).  The 
government also partially supported the development of craft and design, and it reflected on the 
story of the Indonesian pavilion at the World Expo 1970, which provided a special space for 
curated traditional craft products.  However, many regarded the craft and design practice as 
obsolete during the Suharto period, influenced by the ambition of the national government to 
achieve a technological state.  Consequently, many design scholars shifted their focus from craft 
and art-based design to engineering knowledge (Amir, 2002). 
 
Figure 20. The development of craft and design practice by four institutions revisited (source: 
Author). 
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During the late 1980s, a few proponents and activists of craft and design initiated a 
collaborative project between designers and craftsmen as a response to the prevalence of 
industrialized products and the declining interest in traditional craft works.  Despite its small 
voice in comparison to the development of large industries, some groups of craft and design 
communities maintained the value of craft and design during the industrialization period until the 
late 1990s.  In the post Suharto era, especially after the economic crisis in 1998, craft and design 
in Indonesia has significantly reemerged due to the collapse of large industries, which has forced 
numerous industrial design graduates to shift their focus to small-scale industry, such as 
traditional craft workshops.  This has also led to the reentry of craft into the design pedagogy and 
scientific research of design schools.  In this period, interestingly, the four main institutions 
shared a similar concern to develop traditional craft products by elaborating craft and design 
practice. 
Against this background, four important institutions underpin the rebound of the craft and 
design practice, namely the number of academics from the design institution, the craft villages 
scattered around the archipelago, the numbers of self-initiative design communities consisting of 
individual designers and craftsmen, and lately, governmental institutions.  By focusing on the 
concern of each institution, particularly on craft and design practice, we can see how the value of 
craft and design has developed over time, and we can further understand how the practice of 
craft and design can rebound from adversity after its neglect and marginalization during the 
industrialization period.  The four institutions have different capacities, depending on their 
agendas throughout the period on the value of the craft and design practice.  A detailed 
explanation follows: 
First, the design academic institution.  Historically, the craft and design practices had 
close links, as the design discipline has its roots in art and craft practice.  During the 1970s and 
1980s, many design lecturers cultivated design and craft products, for instance, they collaborated 
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with the local rattan craftsmen in Cirebon City to develop new traditional craft products.47  The 
integration of design and craft was also visible during the exhibition in the Indonesian Pavilion at 
the Osaka World Expo 1970, with many lecturers from the Faculty of Art in ITB involved in this 
project under the design center.  They curated and selected large numbers of traditional craft 
products from various regions to represent the diversity of Indonesia. 
However, during the industrialization period, the craft and design practice gradually 
faded, as this practice did not fit with the spirit of the technological state the regime at the time 
was promoting.  Scholars in this department attempted to carry out a rationalized practice of 
design methodology, adjusting to the expansion of technology and science development in ITB 
(Buchori, 2010).  Only a few design academics were concerned with research into craft and 
design during the period.  In the post-Suharto period, many design scholars from ITB readopted 
craft as a research topic, expanding various objectives.  For instance, through the project of 
Bambu Biola in 2012, Andar Bagus Sriwarno attempted to combine traditional craft techniques 
with the development of new technology to experiment with bamboo materials.  Adhi Nugraha 
also published a book on transforming tradition in 2012 to formulate the possible contribution of 
design thinking based on the local resources in Indonesia. 
These two examples show how researchers have actively incorporated the topic of craft 
into the research realm since the Suharto period.  Moreover, research outcomes relating to design 
and craft practice, both academic papers and conferences, have increased, and consequently, 
many have seen the combination of design and craft as scientifically proven ever since.  
Currently, numerous academics or researchers concentrating on the development of design and 
craft have become advisors in various governmental projects, such as the DDS project organized 
by the design center.  The rootedness of the practice of design and craft in the academic 
                                               
47 Interview with Prof. Imam Buchori in February 2017. 
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institution has underpinned the rebounding process of craft practice that many had neglected as a 
mundane and obsolete activity.  The expanding topics relating to craft development in academic 
research encouraged the reemergence of design and craft activities that researchers explored 
scientifically, with various research outcomes.  Moreover, the adaptation of craft into the 
research realm enabled the exploration of craft in collaboration with multiple scientific 
disciplines, for instance, scientific experiments on raw craft materials from the perspective of 
materials engineering, or the collaboration of designers and anthropologists to explore traditional 
craft products. 
Second, the craft villages scattered across Indonesia, with its distinct cultural and social 
identity, are an important base for designers and craftsmen to meet and collaborate.  Despite its 
informal type, the fluidity and flexibility of the craft villages can help designers and craftsmen to 
collaborate and to accelerate new experimentation with craft products easily.  The historical and 
geographical condition of each craft village, the craft skills inherited through generations, and 
distinctive materials available surrounding the villages have fostered new ideation and unique 
characteristics of new designs for craft products. 
For instance, in Selaawi district, the production of birdcages has long been split between 
seven villages, with the craftsmen in each village specializing in a particular component.  There 
are thousands of craftsmen in Selaawi, and they are specialists in making birdcage products.  The 
craftsmen have an association called Gapokjin, which Utang leads, and they have been 
collaboratively working with Harry to develop new product designs.  The long tradition of 
craftsmanship in Selaawi district, as well as the relatively stable production system for birdcages 
inherited through generations, in fact, make it possible for Utang and other craftsmen to 
collaborate with various designers, such as Harry and other design researchers from Bandung.  In 
turn, Harry can easily approach Utang to make a new design experiment based on the available 
human and natural resources in Selaawi district.  Another example is the working process of the 
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designers at Aljir, which has also reflected how the various forms of expertise of craft groups 
scattered across Bali are crucially important for the development of new designs.  They 
collaboratively worked with a woodworker, while at the same time working with stoneware 
crafters, which made it possible to mix and match the materials in one type of product.  Jimbo 
explained, “Many highly skilled craftsmen are located in Bali, so you just need to adjust your 
design to match their potency.”  In this regard, various clusters or groups of craftsmen who tend 
to concentrate in particular places with their own systems have been crucially important for both 
designers and craftsmen to connect and collaborate.  The craft workshops function as small 
enterprises, which have firm social ties between family, relatives, and neighbors, while at the 
same time they operate in an informal way (Turner, 2003), so that designers and craftsmen find it 
relatively easy to encounter each other and to collaborate. 
Third, self-initiated design communities, which are designers and craftsmen who focus on 
cultivating traditional craft products and address the social needs of craft communities, as 
exemplified by the case of Adhi Nugraha and his friend, as well as the story of Magno Company 
(Chapter 3).  They began after the 1990s as a movement to counterbalance the neglect of 
designers in small-scale industry at the time, and as a response to the prevalence of industrialized 
products.  Despite their small-scale activities, scattered and uncoordinated, these communities 
have been consistently working to elaborate the design and craft method until recently.  
Moreover, with the growing numbers of design media and the acceleration of information 
technology, their work has received publicity, and it has inspired other emerging designers to 
start similar initiatives.  These independent design communities have successfully bridged craft 
communities that were often isolated in the regions and helped them to find new market 
opportunities to distribute their products.  For instance, Singgih Susilo Kartono of Magno Radio 
has been promoting village development projects in Central Java, not only by developing a new 
product design, but also by holding an annual conference focusing on social design topics, 
120 
engaging domestic and international researchers and practitioners to discuss and expand widely 
the discourse on design and social innovation.  Another example is the Design Service 
Foundation led by Adhi Nugraha, who is also an academic in ITB and a former president of the 
Indonesian Industrial Design Association, and who has been concentrating on the development 
of craft and design for economic and social development in various regions.  Although the 
designers are working in different places, they have shared a similar vision, and they frequently 
receive invitations to be speakers or experts in various forums, seminars, and talks to promote 
the contribution of design for social development.  Moreover, their works and achievements 
often feature on mass media, and they have won various design competitions, which frequently 
inspire the younger generation of designers.  Although these self-initiated design communities 
are autonomously working with no clear structural system, they share a similar concern in 
cultivating a craft potency by design to address societal problems, such as social and economic 
crises in the regions. 
Finally, governmental institutions.  Although in the first period of the 1970s, the 
government seemed to facilitate the development of craft and design, as in the story of the 
development of the Indonesian Pavilion in the World Expo indicates (Chapter 3), the national 
policy gradually reoriented to the rapid industrialization of the nation from the 1980s to the late 
1990s, with its high investment in manufacturing industries, so the development of the craft 
industry consequently suffered neglect and marginalization.  The exemplary development of the 
Suharto regime affected the condition of craft and design practice, particularly the numbers of 
design academics and practitioners who shifted their focus to fall in line with the national 
agenda.  The design discipline itself became marginalized, as many saw it as a part of art and 
craft practice (Amir, 2002).  Moreover, the government at the time paid less attention to the 
design center established in the middle of 1995, as small-scale industry was not its primary 
concern.  The situation gradually changed, particularly after the Asian crisis in the late 1990s, 
121 
followed by the collapse of the large manufacturing industries in Indonesia.  In 2009, the central 
government formulated a strategy for the creative industry, in which design and craft practice 
was part of a primary concern.  In 2014, it set up BEKRAF to boost and enhance the creative 
economy sectors, providing a large space for designers and craftsmen to develop their sectors 
further. 
Moreover, the new design center, the IDDC, established in 2014 under the Ministry of 
Trade, attempted to develop new traditional craft products by facilitating the collaboration of 
designers and craftsmen.  In this center, the governmental officers operate the center, but design 
academics and practitioners, as well as craft entrepreneurs, have active involvement in this place.  
The prime concern of this center is to redevelop and rejuvenate traditional craftworks for the 
export market and to distribute wealth to the regions.  As Figure 44 shows, the slogan building 
local, going global implies that the central government is now attempting to cultivate craft and 
design products by elaborating the identity of the nation to compete in the global market. 
 
Figure 21. Posters in the IDDC (source: Author). 
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To sum up, the dynamic interaction between the institutions supporting the design and 
craft practice does not depend solely on rootedness to a single institution conducting scientific 
research to help the industry to bounce back from adversity (Fukushima, 2016).  This study has 
found discontinuation, maintenance, and reevaluation of the core values of craft and design 
practice, not only by a single institution, but also by various actors in many institutions.  It 
depends on the presence or absence of each institution concerning craft and design practice, and 
the dynamic socio-cultural condition in each institutions affect this, as do the political situations 
that allow or constrain each actor engaging in craft and design practice (see Figure 21). 
 
6.1.2 The reconciliation of diverse frames.   
The case studies in this research reflect the diversity of actors, including designers, 
craftsmen, governments, and independents who have direct or indirect involvement in the 
development process for traditional craft products.  This condition is common in the practice of 
social design activities that involve large numbers of people, including nonexpert practitioners, 
those with close alliances with nondesign fields, policy makers, and often grassroots people 
(Armstrong et al., 2017).  Consequently, there is a confluence of diverse ranges of thinking 
during the transformation of the artefacts.  Sometimes the process halts due to deadlocks over 
different ranges of ideas.  This is in line with the interactionist conception of obduracy in 
sociotechnical changes caused by different technological frames (Bijker, 1995) and diverse 
frames (Hommels, 2005).  It explains the difficulty of bringing a transformation in a specific 
sociomaterial situation constrained by different views and opinions among different groups of 
actors.  In the case study of the DDS program in Chapter 4, several factors limited and hindered 
the transformation of traditional craft products, such as tight deadlines from the funders of the 
projects, the diverse range of needs of the targeted export market, the high expectations of 
craftsmen, and the ideas from designers.  Moreover, problems, such as craftsmen who often felt 
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inferior to designers, could become crucial obstacles to the development of design of traditional 
craft products, as designers would normally drive the designing and production process.  This 
might impede the design process, and consequently the design might not fully represent the local 
potency of the craft village, or it might cause the craftsmen to become dependent on the 
designers. 
The DDS program has a strategy to reconcile diverse ways of thinking during the design 
process, that is, to provide a set of organizing sociotechnical tools, such as the periodical 
evaluation meetings, the design progress report, and the final exhibition.  These sociotechnical 
tools require the members of the program to ensure they complete the project within a target 
time.  The design progress report allows each actor, including the design center, designers, and 
craftsmen, to evaluate each other’s tasks, and it increases a sense of responsibility as each actor 
records and assesses his or her tasks.  For instance, during the production process in one craft 
village in Cilacap, Radit forgot to send the new design drawing to a craftswoman, despite 
promising it several weeks earlier.  The craftswoman simply asked for the new design from Radit 
to make sure she received the drawing quickly.  The design progress report, thus, acted as a 
platform for each actor to control progress without feeling inferior to anyone else.  Another such 
tool is the mood-board sharing session.  The mood board depicting the interior design allowed 
them to discuss what kind of products to situate there, and what kind of people would use their 
products.  The design center did not require this method, and Radit and the craftswomen used it 
spontaneously during the discussion process.  The session also allowed the designers and 
craftsmen to set future targets and to frame future designs collaboratively.  Both could also set 
design ideas by identifying and adjusting them to their own capacity and based on the resources 
they possess. 
This is in line with the call from Melles, Vere, and Misic (2011) urging social designers 
to be responsive with local resources when carrying out projects.  In this regard, the designing 
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process was flexible without clear planning from the outset, and the mood-board sharing session 
became an important platform for them to imagine the future users of the new products that they 
wanted to create, and the placement of the future products.  Moreover, by using sociotechnical 
devices, both designers and craftsmen can be responsive to their own resources and capacity to 
contribute to the designing process. 
Despite the enforcing and controlling nature of the organizing tools to ensure the 
successful outcome of the project in a timely manner, the informal situation in the craft 
workshop and flexibility in designing and producing the craft products were not strictly 
controlled.  Designers and craftsmen could still freely explore the process and outcome of the 
design.  During the process, not only the designers and craftsmen were involved in the process, 
but also the neighbors of the craftsmen, who sometimes contributed to the process.  For instance, 
when Radit and Mrs. Sumiarti needed to resolve a problem with parts for stools, neighbors 
helped them to overcome the problem by offering alternative materials.  Not fixing the design 
from the outset and being flexible with the ideation allowed varying ideas to merge at any time 
and from anyone due to the informality in the craft workshops. 
 
6.1.3 Resourceful strategies   
Another element underpinning the rebounding process is the activity of designers and 
craftsmen in using resourceful strategies by conducting the evaluation process and the 
rebranding strategies.  The case studies in this research were attempts to redesign traditional 
craft products in Indonesia by evaluating a lingering problem in the craft communities and the 
negative image of traditional craft products.  The designers and craftsmen started by evaluating 
the reasons for the declining interest of the markets in traditional craft products.  For instance, 
Harry and Utang realized that the cause of the declining demand for birdcage products in 
Selaawi district was the increasing numbers of fabricated birdcages that impaired the economic 
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conditions of more than a thousand craftsmen who have been relying on birdcage making.  
Therefore, approaching new markets without harming the established traditional crafting system 
in Selaawi district was crucially important.  Meanwhile the Aljir workshop started to evaluate the 
obsolete image of traditional craft products, which it deemed as the main reason for the declining 
interest of potential customers in traditional craft products.  By reexploring the high quality of 
craft skills of the craftsmen, Aljir attempted to collaborate with various craftsmen in Bali to 
recreate new forms of craft artefacts to compete with mass-produced products.  In fact, these 
evaluation processes became crucial ways of reassessing the problem of the traditional craft 
products and triggering the collaboration of the designers and craftsmen. 
There are three factors that affect the success of craft and design practice.  First, 
flexibility in producing the design outcome, that is, employing flexible design strategies to create 
various outcomes to supply the needs of multiple clients.  This strategy resulted from an 
evaluation of craft products that had hitherto often relied on a single market.  Both Amygdala 
and Aljir have been actively producing customized products for particular clients, employing the 
MTO system.  Throughout the MTO system, they must be flexible, and they must always be 
open new experimentation as the needs of clients are frequently varied and unpredictable.  
Designers and craftsmen should be ready any time to create new, customized designs and to 
prototype the designs.  Despite the challenging situation of dealing with uncertainty, they cope 
with this situation by keeping updated with ongoing trends in the market, so that they can 
anticipate the needs of clients.  The MTO system also facilitates the learning process for 
craftsmen and designers to learn the common tastes and needs of the markets.  Moreover, by 
accentuating intense discussion with the clients in this system, the designers can usually 
negotiate on the details to match the situation of the craft workshops.  Hence, clients can also 
understand and adjust their needs based on the resources that craftsmen and designers have. 
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Second is the optimization of sociotechnical resources in daily operations.  In fact, the 
geographical differences in where designers and craftsmen live have provided distinct 
sociotechnical resources that enrich their design outcomes.  For instance, in urban areas where 
designers reside, small-scale workshops offering digital fabrication are prevalent, offering 
various services, such as laser cutting or 3D printing.  Meanwhile, craft workshops in rural areas 
have abundant supplies of natural materials, such as bamboo, wood, stone, and tools made 
specifically for particular craft products.  The highly skilled craftsmanship inherited over 
generations in the craft villages is also an indispensable resource.  The designers and craftsmen 
in this study have elegantly combined different sources in every design outcome, not only 
utilizing the resources in the village, where they produce most of the craftworks, but also 
combined with the new technologies and tools available in the urban areas. 
For instance, the bamboo products Harry and Utang make often combine other materials 
or techniques available in the city.  The utensils set that Utang first produced in Selaawi 
underwent subsequent engraving of a logo using a laser-cut machine in Bandung conducted by 
Harry.  The combination of sociotechnical resources available in the city and in the regions 
reflects the new experimentation process for new designs of the traditional craft products.  
Designers should not only be responsive to the resources available in the craft village, but they 
should also be aware of other resources available in their circumstances.  Other sociotechnical 
resources, such as new communication tools like messenger applications and e-mail have also 
helped to bridge the distance.  Now, designers and craftsmen can freely communicate to follow 
up on progress or to discuss their ideas through Whatsapp messenger or e-mail.  Jimbo of Aljir 
can easily send sketches to his fellow craftsmen whenever he has a new idea.  Utang can also ask 
for more detailed information on the design drawing from Harry, or he can inform Harry about 
limited bamboo materials during the production process of the new products facilitated by the 
messenger application. 
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6.1.4 The roles of the enduring tradition  
Despite the efforts to bring a change from the adverse situation through the codesigning 
process, there is an enduring tradition that designers and craftsmen, as well as other actors such 
as governmental institutions, are unable to avoid.  This might hinder the transformation of the 
redesigning process for craft works.  Moreover, the cases in this research employed the 
participatory design, during which the designers and craftsmen must be responsive to the 
available resources as a main requirement to achieve a democratic participatory design process 
(Thorpe & Gamman, 2011).  In this regard, it might be difficult to introduce a radical design 
process to reduce the risk of relegating the role of other participants in the process.  The strong 
and long-standing craft tradition in a particular village tends to oppose the radical innovations of 
the design method.  For instance, in the case of Harry and Utang in Selaawi, the long process of 
birdcage making and the skills thousands of craftsmen in Selaawi village have practiced for years 
may not be easy to change, and this will strongly affect the ideation process Harry and Utang use 
in creating new designs.  In other words, they will have to adapt to the enduring tradition of 
production in the village.  The DDS project reflects a similar condition, in that the main objective 
is to elaborate design innovations to transform traditional craft products.  All actors, including 
designers, craftsmen, and governments, have attempted to bring a radical transformation; 
however, they have been unable to escape from the basic tenets of traditional craft practice, 
which depend on the collectivity, informality, and cultural values in each region, which might 
constrain the design process.  This condition echoes the notion of persistent tradition that 
explains the long-term shared values and cultural context among the actors, which keep 
influencing the development of materials over time (Hommels, 2005).  In other words, the 
enduring tradition is strongly influencing large groups of people, determining their choices and 
decisions on the transformation of artefacts.  This contrasts with the diversity of actors from 
various institutions in the previous elements, which reflects the diversity in the contestation and 
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negotiation processes.  In this element, I accentuate a shared understanding of the practice of 
craft and design that influences the decisions of all the actors.  For instance, all the actors in this 
case study reflected their commitment to develop traditional craft products by employing the 
design methodology; however, the informal environment and the flexibility and fluidity during 
the production process are unavoidable.  Moreover, various traditional elements of traditional 
craft products also remain in new designs of the craft products, such as the new lamp design 
from Amygdala, which still retains major elements and part of the form of the birdcage (see 
Figure 22). 
 
Figure 22. The birdcage (left) and the new lamp design by Amgydala Studio (right) (source: 
Author). 
One of the strategies to overcome this obstacle is for designers and craftsmen frequently 
to incorporate the local craft tradition by shifting it as a resource to cultivate new designs.  For 
instance, the Amygdala lamp design adopted various components of the birdcage; thus, a large 
number of craftsmen can make the lamp.  Against this background, I could say, the enduring 
tradition has a dual role: on the one hand, it might hinder the radical innovation of design, but on 
the other, it facilitates designers and craftsmen to incorporate innovation into their designing 
process, and to turn it into a potential resource for their work.  In other words, although the 
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traditions in craft villages might impede radical change in the redesigning process of traditional 
craft products, the designers and craftsmen adapted the traditional value and existing components 
of craft products to their new work to adapt to the market needs. 
 
6.2 Four Elements Underpinning the resilience of the Craft and Design Practice 
Through studying the resilience of the craft and design practice, we may find that it is 
possible to integrate the four elements, allowing us to consider holistically how wider contextual 
influences affect and inform the activities of design and practice, and how incremental change on 
the institutional level might be the result of active engagement of the designing practice at the 
micro level.  This research sheds light on the rebounding process of the craft and design practice 
from austerity, which resulted from the dynamic interactivity between microscale craft and 
design activities and their engagement with macroscale activities at the institutional level.  
Furthermore, this research highlights the strategies of the actors at the micro level to bring design 
innovation and to overcome the obstacles that might challenge and hamper the ability of craft 
and design to survive. 
I have arranged the four elements that underpin the resilience capacity of the value of 
craft and design practice in Figure 23.  Among the proponents of the participatory design in the 
design studies, there is a tendency to neglect political and institutional influence and to situate 
them as inert backdrops.  The institutional factor is unavoidable, and we need to understand how 
it informs each actor who wants to cultivate and redevelop the craft and design practice. 
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Figure 23. The resilience of the value of the craft and design practice (source: Author). 
As Figure 23 shows, the institutional background, its dynamic interactivity, and the 
enduring tradition are near the outer ring.  They explain how the two elements provide a strong 
contextual influence on the actors who carry out the microscale activities located near the inner 
ring.  The consequence of the participatory design approach in the social design projects varies, 
as many actors from diverse institutions bring their own cultural backgrounds, as well as their 
different expertise, and this might raise some obstacles to the success of the activities at the 
micro level of the design process.  This systematic process from the macro level of institutions to 
the micro level of activities has strongly underpinned the craft and design practice as it has 
rebounded from an adverse situation. 
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The resilience capacity of craft and design practice is the result of the dynamic 
entanglement of all the actors from the various institutions in the practice.  For instance, the 
presence and absence of the four institutions in the development of craft and design practice 
throughout the period in the historical trajectory helps us to identify how the wider political and 
historical circumstances surrounding at the meso- and macrolevel institutions strongly affect the 
perceptions and actions of each actor in various institutions, as well as its effect on the dynamic 
value of craft and design practice.  Examples are the position of the design schools in ITB and 
the gradual transformation of the craft and design pedagogy in relation to the development of 
national policy in the Suharto period.  Other examples are the emergence of the craft and design 
communities in opposition to industrial designers when the government was focusing on 
developing the manufacturing industries, and the prevalence of manufacturing products in the 
1990s, causing declining interest in craft and design practice.  Identifying the presence or 
absence of each actor in the ups and downs of the of craft and design history helps us to identify 
how the value of craft and design has continuously transformed over time. 
Meanwhile, the enduring tradition, consisting of the cultural, social, and economic 
context at the regional and local levels, has also influenced the practice of craft at the micro 
level.  The activities of craft and design that largely occur in the regions compelled us to 
acknowledge the enduring tradition behind the craft village.  The sociocultural structure of each 
place in which the design and craft practice takes place supports the flexibility to produce a 
product, the trust among the craftsmen and designers, the informal communication, and other 
activities at the micro level of activities in the craft villages in Garut and Bali.  The flexibility 
and informality that underpin the collaborative work of craftsmen and designers are in line with 
Turner’s (2013) identification of the character of small enterprise in Indonesia, which involves 
flexibility, trust, and collective value among the people in a particular place.  The characteristic 
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of each village and its tradition might influence the micro scale of activities negatively or 
positively. 
In general, the design process on the micropolitical scale needs to restore engagement 
with wider contextual influences as diverse actors from institutions have active involvement in 
the transformation process of the artefact.  This is because the actions of each actor, such as the 
policy of the governments, the influence of the academic research outcome, the social and 
cultural context of the craft villages, and the movements of the design and craft activist, have a 
crucial impact on the daily activity of craft and design.  The study of how the value of craft and 
design practice has redeveloped over time due to various different institutions helps us to 
understand the dynamic interaction of the micro- and macropolitical levels of design and craft 
practice, where designers and other actors play roles to create a new institution or to reconfigure 
the existing institution (Huybrechts et al., 2017).  Therefore, it is necessary to explore the 
institutional and political environment surrounding the activities of craft and design thoroughly. 
After identifying the political and institutional influence, we may thoroughly explore 
activities at the micro level, the ability of the actors from each institution to carry out resourceful 
strategies, and the reconciliation process of diverse frames due to of the entanglement of actors 
in the craft and design practice.  Researchers have developed the process of bringing a 
democratic way of design and avoiding the coercion of groups of people by the expertise of a 
single actor during the designing process and in the participatory design discourse (Melles, Vere, 
& Misic, 2011; Thorpe & Gamman, 2011).  This dissertation has identified the diverse frames 
and thoughts of the actors from each institution, which can sometimes lead to deadlock and 
hinder the designing process.  This is due to their different educational, cultural, and social 
backgrounds, as well as their perceptions of traditional craft products.  For instance, in Chapter 
4, when designers, craftsmen, and the design center attempted to penetrate various markets, they 
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faced constraints from limited time, market demands, and more particularly, different ways of 
thinking when identifying a problem and formulating its solution. 
I have highlighted the capability of the actors to identify their differences and to 
acknowledge their expertise, so that they can adjust and negotiate their differences using 
sociotechnical organizing tools (e.g., the design progress report or the regular meeting 
evaluation).  On the one hand, this limits the conflict between diverse frames of thinking, but on 
the other hand, it retains the flexibility for designers and craftsmen to work in an open-ended 
designing process and to acknowledge the serendipity.  This sociotechnical organization also 
reduces the risk of downplaying the capacity of each actor by its ability to relinquish the 
expertise of the designers to another actors.  For instance, with the mood board in use during the 
initial stage of design in Cilacap (Chapter 4), both the designer and craftsmen could 
collaboratively imagine future products, contribute their thought and skills to realize the 
products, and avoid an authoritative way of designing from a single lens of opinion.  Another 
example is the designing progress report, which is also a platform for designers, craftsmen, and 
the design center to follow up their tasks without hesitation.  In other words, the sociotechnical 
organization enables designers, craftsmen, and other participants to overcome hindering factors, 
such as different ways of thinking between the actors, as well as allowing them to cope with the 
constraining time. 
The final important aspect at the micro level of activities is the resourceful strategies of 
the designers and craftsmen, which have two important aspects.  First, the flexibility to produce a 
wide range of design outcomes.  For instance, instead of overemphasizing the mass-production 
of a particular craft product, the designers and craftsmen in Garut and Bali avoid bulk demands, 
while serving customized demands.  In fact, through producing a diverse range of outcomes, the 
designers and craftsmen are always conducting new experiments and creating new products, 
followed by never-ending trial and error attempts.  Moreover, this also provides a learning 
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opportunity for both designers and craftsmen to understand ongoing trends, while at the same 
time keeping up with new materials and technological development.  Second, the geographical 
distance between designers and craftsmen provides advantages for them to combine the 
resources available where they live, such as the natural materials and skills in the village, and the 
available technology, such as the laser-cut machine or 3D printer, in the city.  Both designers and 
craftsmen can optimize the available sociotechnical resources surrounding their location, and 
they can combine them during the design and production process. 
In sum, discussions on the numbers of designers and craftsmen who work on a daily 
basis, the academics in the design schools who conduct research on the topic of craft and design, 
as well as varying governmental institutions illuminate the query on the resilience capacity of the 
core values of the craft and design practice resulting from the dynamic interactivity between the 
micro and macro levels of activities.  The macrosociological influence might impinge on the 
transformation and innovation process in the craft and design practice; however, the participatory 
approach can overcome this factor and enable the involvement of various actors during the 
designing process.  It is possible to carry out resourceful strategies and the reconciliation of the 
diverse thinking and needs that go into the daily work of the craft and design production under 
the strong influence of the tradition and the sociocultural circumstances in the craft villages, such 
as trust building, family, and friendship connections, which are imperative to sustain the craft 
and design practice at large.  Meanwhile, activities at the micro level will strongly affect the 
gradual and incremental institutional transformation due to the active engagement of the actors to 
influence the outcome at the institutional level.   
 
6.3 Conclusion 
By exploring the resilience capacity of the craft and design practice in Indonesia, I have 
attempted to contribute to the ongoing discursive moment on design studies focusing on the 
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contribution of design to social innovation through the participatory design approach, by 
attending to the dynamic interaction between the micro scale of activity and its surrounding 
institutional complex.  I have tried to delineate the historical trajectory of the craft and design 
practice in Indonesia to describe the dynamic construction of its value with four main institutions 
over time.  I have also thoroughly explored the daily activities at the design studio and the craft 
workshop to illuminate the rebounding value of craft and design, which many once regarded as 
an obsolete practice.  Others may extend this research by making a comparative study of similar 
cases not only in Indonesia, but also in other regions of the world. 
The concept I have examined in this dissertation allows design practitioners or design 
researchers to explore complex interactions in detail, not only focusing on making a democratic 
design process, but also being cognizant of the strong institutional influence at the macropolitical 
level.  For instance, the elements of institutional background and reconciliation of diverse frames 
have close relationships with each other, as design interventions often work across institutions in 
short-term or long-term projects.  It is possible to explore the elements of the resourceful 
strategies and the enduring tradition concomitantly to see how the actors can evaluate the adverse 
situation and iteratively formulate resourceful solutions by keeping the equilibrium between the 
rigorous needs of radical innovation and the enduring tradition that frequently impedes and 
hinders the transformation process. 
I began this research by drawing on various theoretical frameworks, from the discourse of 
resilience on the sociotechnical system to the ongoing discursive moment of social design.  As 
design interventions and design practice involving various people and institutions are increasing, 
exploring the resilience capacity of the design practice itself may foster fertile ground in the 
design discourse, especially in the context of addressing the social problem, as the designers will 
be entangled with varied ranges of people in the field.  Further research will be necessary, 
especially to examine the everyday practice of craftsmen without the presence of designers, 
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which I wish to address in subsequent research, when they are independently capable of 
connecting with various type of markets globally and locally, and how they deal with changing 
market needs. 
In sum, this research has provided a means to understand the resilience capability of 
designers and craftsmen in the context of social design, which has the potential for continued 
investigation.  The implications of the practice and research of social design are significant, as 
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The detail information of the fieldwork as follows: 
• Indonesian Development Design Centre (IDDC), a design center located in Jakarta. Since 
2013, the center has been annually conducting a program called Designer Dispatch Service 
(DDS) project. This is an 8-month period project, assigning 11 designers in the rural areas 
to collaborate with 22 craftsmen. Through this program, the designers and craftsmen are 
expected to create export-oriented products. In October 2017, I have organized a focus 
group discussion with all participants of the project to examine the challenge and the 
advantage in doing collaboration and to explore in detail the role of design and technology 
in improving the craft production process. 
• Selaawi village in Garut regency is the place where almost all villagers are working as a 
bamboo birdcage craftsman, who is living under the poverty line because of the long-chain 
distribution system. There is a designer (Amygdala Studio) from Bandung who has been 
working with local craftsmen for over 4 years to develop new designs and new production 
system to connect with new markets. His aim is to shortcut the distribution chain; therefore, 
the craftsmen’s life quality can be improved. I have conducted participant observation at 
the design studio in Bandung and at the craftsmen workshop in the village to explore their 
creative and production process. I also examined the impact of new design product on this 
village; for example, the design has inspired the village head and the villagers to establish 
a bamboo creative laboratory to improve the quality of bamboo products in this village. 
• Sanur and Denpasar, Bali. I have conducted participant observation in a design studio (Aljir 
Fine Crafts Studio). For over 3 years, this design studio has been working with craftsmen 
in a rural area, focusing on exploring the wooden material. Different from Amygdala 
Studio, Aljir attempts to work with only a few craftsmen in order to maintain the product 
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quality and to prevent design piracy. 
 Industrial Design Program, Faculty of Art and Design, Institute of Technology Bandung 
(ITB). In this place, I have collected documents related to the development of curriculum and 
participated in teaching activities to identify how the industrial designers enable to work closely 
with craftsmen since the educational stage. I also held another focus group discussion in 
November 2017, by inviting academics and practitioners who are an expert in craft industry with 
specific discussion on the design application on the craft development. 
 
